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Abstract
This thesis explores the communication of musical structure between performers and
listeners; in particular, the prolongational structure of music (as defined by Heinrich
Schenker). The concept of musical performance is explored at the intersection of the
psychological and musicological agendas corresponding to different musical cultures.
Accordingly, although this study is focused on the performance of 19" century western
classical piano music, it also examines two sub-cultures that utilise this repertoire. The
study starts by considering the objective performance’s framework, which is
epistemologically related to classical cognitive science. However, since the postmodern
musicological context claims that music performance goes beyond classical cognitivism,

another theoretical and methodological framework is proposed.

First, an empirical study was undertaken that was based on the classic cognitive
perspective. It took communication to be a linear, rule-governed circulation of perceptual
and/or conceptual contents. The results of the analysis of a series of piano performances
and listening tests indicate that, although certain regularities of the prolongational features
emerge in both performance and reception, these do not clarify the role of this structure in

the performer-listener dyad.

Second, a new perspective on the role of structure in communication during performance is
proposed that acknowledges that need for originality and individuality characteristic of
current performance practice. It is based on three theoretical pillars: (a) Transposition,
which characterizes a dialectic relationship between composition and performance; (b)
Intersubjectivity, which alludes to states of mutuality in which sharing a particular
temporal configuration is crucial; (c) Narrativity, which is presented as psychogenetically

linked to the configuration of time in music performance. An experiment shows (i) how the



prolongational structure of a composition can form the material of two different
transpositions (one cinematographic and one pianistic), and (ii) that listeners comprehend
that material by means of crossmodal capacities, which are communicated by the

particular temporal configuration of the performance.
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Chapter 1: Introduction

“May the wise person pardon me if | sometimes
speak too much like an artist...may he grant me his
indulgence concerning those passages in my work
that are too lyrical...and may the artist also pardon
me, if, taken by the recklessness of the unconscience,
I make too frequent a use of scientific language... |
am sorry that in appearing with greater confidence
before them and before the public | am missing the
wonderful logic of the former and the inexhaustible
creative power of the latter. But | have, at least, like
them, conviction and good will”

Jean d' Udine

In some sense, this is an autobiography. These pages record, in certain way, important
fragments from my life. And although I know this is not the right place to reveal myself
intimately, | cannot get rid of this reference while intending to offer a coherent whole. The
multiplicity of subjects, sources and theoretical frameworks that come together here only
seem to receive coherence as they imply a life’s journey. So, only in order for the logic of
the outlined ideas to become intelligible, I need to refer to my own experience and its
course of events whose origin goes back, at least twenty-five years. | promise that readers
will see me explicitly only during this introduction, which they will be able to skip if
memories bore them. Nevertheless, | hope to be able to explain in this way why despite
being neither a musicologist nor a psychologist this thesis settles in the field of confluence
of these two disciplines. This brief story will also help me justify needing to historically
cover the way in which the relationship between these fields has been conceived around
the problems of musical performance, in order to understand that the issues which I will
consider here depend on the cultural models on which they have been formulated

according to different times and musical subcultures.

My second piano teacher used to enjoy finding and “making hidden elements sing”
in a piece of music. | was 14 years old when | took my first class with her. | still remember

the impact that it caused me. | had been preparing Chopin’s Piano Etude in C sharp Minor
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Op 25 N° 7. After listening to my performance and giving me a series of suggestions to
interpret it, she sat at the piano “to exemplify” what she meant. Almost before the end
something appeared that | had never heard before. An extremely clear imitation of the
motif on the tonic C# minor triad (or, better said, the end of this motif g#s- c#s- e3 on the
left hand, g#4- c#4- e4 on the right hand, that fractures the metric organization of the

hemiola (figure 1.1)).

Figure 1.1. Chopin’s Etude Op. 25 N° 7 in C sharp minor (mm. 61-63)

For me, that reiteration infused the passage with new expressive meaning. There
suddenly appeared before me a point of contact in that dialogue that both voices had been
plotting from the beginning of the piece. But, in addition, in that passage, that point of
contact materialized the melancholic sense of the complete piece in an almost agonizing
expression, offered by a much slower repetition, capturing the mood (and the expressive
strategy of that mood) that would prevail until the end of the piece. All in all, though at the
time I was not very mindful of the scope of the experience, the motif that had been hidden
and was then revealed to me at that moment “thanks to the art” of that exquisite pianist
who was my teacher, gave me the key of access to an absolutely different understanding of
the musical work. That day, I left my piano class convinced that a composition could have
a deeper meaning which my preoccupation for pressing each key at the suitable moment

did not allow me to see. This was the secret that | had to learn to decipher and to perform.

Some years later | had the pleasure of attending a concert of a young pianist who

coming from distant Russia impressed the audience of Buenos Aires because of his



virtuosity. Certainly, | succumbed to the effects of his pianism, but | was absolutely
perplexed in the encores. As an encore, a piece was heard, which although it seemed very
familiar to me from the beginning, | was not able to determine what it was. To me it
seemed to be Chopin’s Etude in C Minor Op. 10 N° 12. But that was impossible: | myself
had spent countless hours playing it, | knew it very intimately, but what I was listening to
appeared distant, almost unknown. However, there was no other possibility; it could not
have been any other composition. It was that etude. | could not understand the magic that
the pianist was doing, but evidently the piece was his. It was not the same one that | had
listened to so many times; it was not the one | used to play. Although I understood that day
that performers do not reproduce a finalised work and that what they play are their
masterpieces, only over twenty years later could I touch upon an explanation to this. This
explanation is the one that can be read here in chapter 7, in which | attempt to describe the
complex relations that tie the performer to the piece from a postmodern perspective.
However, that day | left the concert hall with the conviction that my experience as a
listener could sensibly be governed by what the performer did, and that the content of my
experience was not the composition itself. On the contrary, that particular performance had
been the nucleus of that experience, thus, that experience was unique and unrepeatable. A
short time later | had the intuition that that nucleus was not only occupied by that

performance, but that something of my own had also been there.

Around that time another strong musical experience shook my emotions. By then |
used to play the piano in an ensemble dedicated fundamentally to vocal chamber music
from the 18" and 19™ Centuries. One evening | was meeting with the soprano and the
baritone of the group with the intention of choosing a song repertoire to study. We
dedicated a good deal of time to sight reading duets by Schubert, Mendelssohn, Brahms.

Thus, going through pieces, the time arrived for the duet Ich denke dein Op. 78 N° 3 by
6



Schumann after Goethe’s poem. None of us had even heard the piece, the reason why we
were in truth sight reading. More than twenty years have passed since that episode, and |
still have found neither the words nor the means to relate what happened to us. I can barely
now assure that we were submerged in a state of mutuality according to what | attempt to
explain in chapter 8. But at that moment | could only think that at very few times in my life
had | felt so near to somebody, that the current communicating us had become incredibly
intense, that that communication had nothing to do with what was possible to be said in
words, and that there was no such thing as my emotion but rather our emotion. | remember
the words that my friend, the baritone, was able to articulate when we finished performing
the piece, filling a silence that the tears in the eyes of my other friend and a strong knot in
my own throat prevented us from populating: “On occasions like these, | am grateful for
being a musician and having the opportunity of doing music”. The quotation evokes
neither a memorable thought nor an enlightening insight. Nevertheless, it reveals that our
experience was woven around something outside of us and that, while serving to
amalgamate to us in that state of mutuality, offered us a space to create it. Please, may it be
understood, | am not saying that we had entered into a mystical critical moment gazing at
the presence of Schumann, nor anything of the sort. I am simply saying that we were
conscious of the fact that that joint action was what had bound us in the depths of that
communication, and that such action was exerted on the composition represented on the
score that we were reading for the first time in our lives. | had often performed with other
people but I then realized that in that joint action one gambled much more that playing at
the same time, imitating expressions and the rest of the propositions that until then defined

for me musical performance as a communal experience.

Only now can | bring together those experiences and give them a sense. However,

this thesis obeys the old yearning of explaining them, and the plain intuition of there being
7



a link between them. The three experiences hinge around the problem of meaning in music.
But the most interesting detail is that the three experiences locate meaning in the context of
performance. Contemporary musicology is based on the assumption that musical analysis
is able to offer a profitable approach to the problem of meaning in music. Nevertheless,
there are some scholars who think that traditional musical analysis can provide the key to
access only a partial aspect of musical meaning (Micznik 2001). Probably, as will be seen
in chapter 7, an important part of what is left outside of traditional musical analysis is what
is representative of the act of performance. Nevertheless, the first inkling | found in the
direction of explaining my experiences was, indeed, this musicological optimism. The
formidable development both in music theory as an academic discipline and music analysis
as a technical resource came to my knowledge at a time when my attempts to achieve a
performative creation as a musician were exhausting the route | had undertaken. Around
that time | believed myself to be journeying through a process that could be understood as
a kind of revelation, to which | felt that with effort, I was acceding. The effort was mainly
placed in technical training, and observing in detail all the models I then had (my teacher,
other teachers, the musicians I could listen to in live performances and others that | could
analyse through recordings). It was necessary to add to the proximity to my teachers a

receptive capacity (one’s own talent) to allow me to go from apprentice to sorcerer.

But, as | have said, that route was being exhausted because, firstly, my contact with
the most contemporary approaches to general education and, particularly, to music
education took to me to consider learning in more systematic terms. Secondly, because
performative problems that | was considering were already much more sophisticated:
fundamentally | was troubled with the problem of obtaining a coherent performance, with
both a sense of unity, avoiding performative contradictions, and a sense of graceful

continuity, in such a way of envisaging the musical piece as an artistic whole.
8



Musical analysis seemed to offer a perspective of the musical work susceptible to
be systematized in the necessary terms for its learning. But, in addition, it seemed to be a
key to penetrate the intricacies of musical interpretation and a solid scaffold to construct a

coherent and unobjectionable performance.

Almost at the same time | came into contact with music psychology, which also
raised my optimism in discerning the problems of musical communication. And that, in
addition, this optimism was established in a more and more intimate alliance with that
objectivist musicology. Thus, music theory and analysis offered the basis for performance
and, at the same time, provided the premises to understand the way in which that
performance touches the listener. The performer’s intention in action and the listener’s
understanding in listening are taken as two faces of a same coin, tailored from the
arguments of a musical theory, developed in order to clarify compositions as they come to
us in writing. Unity and coherence could emerge from a conscientious analytical

investigation and then, could be communicated to the listener in performance.

Against this background it is not difficult to understand why I was excited to know
about the prolongational theories of tonal music. Although in chapter 3 I will develop the
concept of prolongation in a more extensive manner, now | can say that if the musical
piece can be understood as transformations of a solid and fundamental basic structure, then
coherence is genetically guaranteed. From that it follows that unity in performance is
possible if the performance manages to capture the nature of those transformations and to

communicate them to the listener successfully.

As can be seen, until that point nothing referred me to the experiences previously
narrated. Only the notion of prolongational structure, particularly as proposed by Heinrich

Schenker (whose salient aspects will be seen in chapter 3), appealed somewhat to my



intuition, instilled by my piano teacher, that a deep and concealed facet of music exists and
can be made to surface. Now, the theory offered me a frame that extended the possibilities
of finding and unearthing such treasures and also linked this topic to that of coherence and
unity within the musical form. As Nicholas Cook affirmed, “Schenker' s own analyses
assume that music has form because the part acquires its aesthetic meaning from its
relation with the whole, and the main sphere in which this happens is that of directed tonal

motion” (1987a, p.64)

Nevertheless, the problem was both theoretically and practically much more
complex than it seemed: prolongational theories of music, specially that of Heinrich
Schenker, are strongly questioned as far as their cognitive reality status goes (Cook 1987b,
1990, Martinez 1999). That is to say, there seems to be certain consensus around the fact
that, although prolongational theories are explanatory of important aspects of the
composition, they do not capture its experiential aspects. Despite this, it seemed sensible to
think that if (i) the notion of prolongational structure could help me, as a pianist, to form
my performance in a particular way, and that if (i) as my old experience in the concert of
the Russian pianist had demonstrated, the performer can take part in a decisive way in the
listener’s understanding of the work, then this underlying musical structure might, to some

extent, touch the listener. As simple as that...!

As complex as that; as dark as that! The very notion of an underlying
prolongational structure is quite dark, but how it can configure a performance, how it can
make contact with the listener, and other considerations in this line are, however, much
more complicated issues. | was absorbed in these sinuous thoughts when the moment for
proposing my thesis arrived. If the prolongation notion could be so useful to think about

performance, but, at the same time, so questioned as far as its cognitive reality status, could

10



this mean that the very concept of cognitive reality was being seen from a very classical
perspective as one tied to perception without considering its implications in the realm of
action? I then found it necessary to think of the prolongational structure in the course of

performance.

Thus, the original idea of this work came into sight: Is prolongation an attribute of
performance? And, in this way, my preoccupation with the problems of musical
interpretation and its communication took me to the crossroads between psychology and

musicology.

This thesis settles in the heart of that crossroads, but from the perspective of my
interest in music performance. In this way, psychology, music theory and analysis and
musical performance constitute the three-dimensional framework of this work.
Nevertheless, as the central subject is communication, there are inescapable references to
semiotic, philosophical, and aesthetic theoretical frames, and as will be justified further
ahead, to both evolutionary and developmental theories. | trust that | am able to guide the
reader towards the relationship between all of them. In order to make easier this task, the

next section outlines the entire structural organization of the thesis.

1.1 The organization of this work

Initially, two chapters develop general issues. Chapter 2 presents a historical
approach of the relation between psychology and musicology, which almost naturally
emerges in explaining music performance. This is not only a simple temporal
contextualization of the main topic of this thesis from a historical perspective. The
historical perspective is merely outlined as an excuse to introduce the epistemological
problems that will be important subjects treated here. The aim of the chapter is, therefore,

to explore the epistemological crisis through which the subject under discussion journeys.
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Thus, one will see (analysed from a historical point of view, but reaching beyond mere
chronological report) intersections of paradigms, affinities and divergences, and
agreements that these two fields of knowledge have drawn up on the problem of “playing
music”, always under a clearly defined context proposed by western academic music
culture. This is not then, a heuristic illustration of the topic, which can be dispensable in its
understanding, but, on the contrary, it tries to exhibit key aspects for comprehending the
approaches discussed during the rest of this thesis. In that sense, the historical map course
coalesces at the present time, in which the displayed perspectives are synchronously
present. In another sense, this historical route constitutes a way, which tries to be elegant,
of showing the tensions that coexist in the present scene. As | have just said, these
superimposed approaches obey different epistemological perspectives around the topic of
music performance, also being strongly tied to the dominant ideologies in each cultural
context. My own musical formation took place in a socio-cultural context in which the
political violence (identifiable in countries turned into active secondary arenas of the Cold
War), resulted in a bloody dictatorship. Many of the musical conventions that marked my
education, in interpretative terms, come from ideas associated to the ideologies that
sustained that dictatorship. The notion of authority based on the unquestionable tradition of
a canon, the absolute absence of intellectual reflection about musical problems understood
in communicational and creative terms, are some of these points. In short, | propose
viewing in historical terms the components of a present scene in such a way that allows us
to find music-theoretical, psychological, communicational, and performative terms on

which to investigate communication in performance.

Chapter 3 presents, in a brief form, the aspects of the prolongational theory that will
be useful to me in attempting to understand its possible intervention in performance and its

communication. The necessity of this chapter arises from the fact that the prolongational
12



theories, in particular Heinrich Schenker’s, have been widely disseminated in English-
speaking musicology, introduced by his followers in the UK and USA, who have proposed
an interpretation of it strongly befitting the dominant epistemology since the post-war
period. Then, the chapter reviews different epistemological perspectives from which the
notion of prolongation has been considered as one of the theory’s main constructs. Also, a
critique of cognitive perspectives is glimpsed at for having colonized Schenkerian thought
attributing interests and perspectives to it typical of the intellectual context found in neo-
Schenkerianism. Nevertheless, the chapter includes the treatment of psychological
components that are relevant to the problem we are considering here, and the derivations of
performative concern that music theory has found. This chapter is linked to Appendix I, in
which the main theoretical views of prolongation are briefly summarized for the uninitiated

reader in this topic.

The rest of the chapters fully open the discussion of the three-dimensional
theoretical frame, and these are different since this frame has been transformed, changing
its approach to the topic, and therefore its utility for treating it. Chapters 4 to 6 approach
the question of whether prolongation can be understood as an attribute of performance, and
in that case whether it can be communicated to the listener from the perspective of the
dominant paradigms that have contributed with a body of research to the comprehension of
communicational aspects of expressive musical performance. Concretely, these chapters
are centred on the meeting point between a musicology installed as science in academic
realms and a psychology colonized by the so called Cognitive Revolution. In that context,
chapter 4 presents a brief synthesis (which, without a doubt because of its brevity, is not
absolutely fair to many excellent contributions that may have been disguised or omitted) of
such approaches with the intention of contextualizing both epistemologically and

methodologically the empirical evidence that will be shown, analysed and discussed in the
13



following chapters. This chapter gives the reader an idea about the prospect that has
oriented my search from my first contacts with music psychology and in which,
undoubtedly, it is possible to obtain many answers to an important portion of the questions
here raised. Appendix II, which is linked to this chapter, presents some empirical
psychoacoustic and psychological foundation related to this paradigm approached from the
listener’s perspective. The following two chapters are sustained by the framework

presented in this chapter.

Chapter 5 shows the first empirical study of this thesis. In particular, it intends to
give a systematic study of performance as its focus of analysis related to the structural
interpretations of the composition emanating from opposed approaches of musical
analyses. All the examination included in that chapter departs from the premise that
attributes of performance are susceptible to be understood as mapping attributes of the
musical analysis (in so far as structuralist musicology understands the attributes of musical
analysis as the musical structure). The reader will easily notice that the entire suggested
perspective rests on the objectivist approach to music performance. In that sense,
descriptions of the performances are understood as sets of actions of the performers. That
is to say, it is a musicological analysis with a clear psychological purpose, in which the
focus of study is rather the performers and their intentions. The analysis of similarities and
differences between a set of important performances of a piano composition from the 19™
Century constitutes the nucleus of the study®, which identifies two performances that can

be considered opposed in terms of their allegiance to an interpretation of the composition,

! A preliminary analysis of these commonalities was presented at the 2002 National Meeting of Research in
Arts and Design, University of La Plata, Argentina.
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as either showing its prolongational structure or highlighting exclusive attributes of the

musical surface?.

The empirical treatment of the subject is completed by a series of listening tests that
are presented in chapter 6. The first experiments were designed under experimental
premises that attempted to investigate the problem whilst maintaining the conditions of
performance and listening in a setting as similar as possible to its natural ones. In this, the
experimental tasks involved listening to complete works as they were recorded by the
original performers®. In contrast, the last experiments depart from the artificial
manipulation of the musical stimuli, giving rise to the use of experimental paradigms
which were developed and validated in compatible studies®. The results obtained in these
experiments, as well as in the descriptions of chapter 5, uncovered some questions that the
classical perspective, both in the psychological and in the musicological, seem not to be
able to respond to entirely. Appendix Il provides some additional interpretation of these

data according to a theoretical framework derived from Pragmatics.

In order to explore some alternative responses, chapters 7-10 present a broad
multidisciplinary scope, starting from a reflexive proposal which relocates a perspective
from which to examine music performance, up to the analysis of both psychological
paradigms and musicological approaches, giving rise to this relocation, and that results in a
more extensive explanation of communication between performers and listeners based on

the new terms. For that reason, three brief chapters (7 — 9) cover those points. Although

2 A brief analysis of both performances was previously presented at the First Annual Meeting of the
Argentinean Society for the Cognitive Sciences of Music, Buenos Aires, 2001

3 Parts of these experiments were presented at the 2001 Conference of the Society for Music Perception and
Cognition. Queens University, Kingston, Ontario, and at the 2001 National Meeting of Research in Arts and
Design, University of La Plata, Argentina

* A brief part of these data was presented at the 2003 National Meeting of Research in Arts and Design,
University of La Plata, Argentina
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reading imposes a linear order of appearance of the ideas, it is necessary to consider that
these three chapters will be understood exactly when each of them is thought of as based
on the others. I am not asking for the reader, in a display of Cortazarian acrobatics, to alter
the reading order or to read the chapters in different sequences. | am simply requesting
patience until finishing the reading of the complete thesis in order to exactly understand the
scope of each one of the chapters and its incumbency regarding the central subject of this
thesis. This new perspective begins with a shorter chapter, the 7", in which a series of
reflections about performative practice are considered®. This is the chapter in which my
profile as a performer can be seen more clearly. There, a reflexive performer writes,
questioning himself about his artistic task. There | propose a way to understand music
performance in which composition is considered as the material for elaboration of the
piece of art, instead of a completed work of art in itself. In this way, Appendix IV shows
the literary journey that inspired this idea. Basically, this proposal rests on two theoretical
pillars taken from other compatible fields: the notion of transposition (taken from the
semiotics of mass media) and the concept of dialectic of the materials (taken from the
dialectic materialism applied to the examination of music, in particular after the philosophy
of Theodor W. Adorno). In combination, both ideas draw up a battle area of performance
that rescues it from its confinement to a reproductive and merely interpretative function to
open a clear creative function. But in addition, music composition, understood as the
material of the performance, guarantees the historical-social-cultural contextualization of
the performative act. In this way, one will see that it is possible to glimpse some aspects of
the cultural origin of the current music performance of academic music from the common

practice period.

> A preliminary stage of these reflections was presented at the Second International Symposium on
Psychology and Aesthetics, Miraflores de la Sierra, Madrid, 2006.
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For its part, Chapter 8 is located clearly in a psychological field. In it some critics
from developmental psychology and primatology fire at each other against the backdrop of
communication seen as information transmission. This perspective, which understands
communication as a linear process that unidirectionally ties sender, message and receiver,
presents serious difficulties at the time of understanding the reciprocal influences of the
involved actors, the communicated contents and the cultural contexts in which the
communication takes place. On the contrary, a different perspective, based on a dance
metaphor, that has been developing strongly in recent years, mainly from the above
mentioned disciplines, seems to better capture the components involved in musical
communication. The chapter synthesizes the key concept of intersubjectivity as the
operative platform on which communication is carried out. At the same time different
approaches are discussed that developmental psychology has worked up for the concept of
intersubjectivity, with the intention of understanding which is best adapted to
understanding musical communication. In that sense, the utility of speaking about either
states of mutuality or communion instead of communication will be considered in order to
explore the processes that accompany both the first intersubjective exchanges in life and
other intersubjective experiences throughout the vital cycle (such as that provoked around
the sight-reading of Schumann’s Ich denke dein), which conserve intact many of the earlier
features. This chapter also has an epistemological interest: | try to face the problem from a
genetic point of view, since | consider that genetic psychology can account for many of the
problems in general psychology. However, against this background it is also necessary to
consider that the particularities of the expression in music do not constitute a universal
phenomenon, because they are tied to the changing idiosyncrasies of the history and
context of each musical culture that, by definition, are unique. Therefore, and agreeing

with Blanco and Castro (2005) any correct psychological explanation should aspire to
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being ontogenetic, phylogenetic and culture-genetic at the same time. After reading
chapters 7 to 10 one after the other, the reader will see that the proposed diversity in them

aims to clarify this triple genesis.

In chapter 9, we come again to locate ourselves in a musicological field.
Nevertheless, soon after starting, it will be seen that the chapter looks for a new bridge
between psychology and musicology, already in the context of postmodern artistic
realization. The chapter approaches the matter of narrativity of music. At first, the theme
may be considered as a digression off the route | had been following. Nonetheless, as it
will be seen, the subject of narrativity is taken in order to understand how the composition
can serve as material for creation of the performance as independent artwork. | start off by
considering that the narrative impulse is a part of the psychogenetic conditions for
developing the imaginative activity that on the one hand characterizes the construction of
performance, conceived as independent artwork, and, on the other hand, organizes the
listener’s reception of it. In this way communication between performer and listener,
understood as intersubjective experience unfolds itself narratively. In particular, it will be
seen that this view allows for the fact that what performer and listener share is a way both
to organize and to experience time in music. A clear epistemological perspective will
emerge throughout this chapter. This consists basically of understanding music as
performance (Cook, 2003) emphasizing its autonomy from composition as an artistic form.
This is the reason for which many of the musical examples that illustrate or explain
concepts developed throughout this thesis, from the first chapters onwards, are presented
through recordings of performances instead of through the usual way in which
musicological publications used to include their exemplifications, that is, by means of
scores. As will be seen, a score is a representational form that captures some attributes of

the composition but that does not account for the performance. Therefore the score will be
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used when alluding to the composition. On the other hand, recordings, or other
representational forms (such as graphical profiles of dynamics and timing) will be used
when we are talking about performative issues. In this sense, the meta-language that
musicology has developed related to performance as an independent form of art still is in a
very precarious stage of such a development. Therefore, the communication of certain
ideas relative to performance itself making use of propositional categories may darken
rather than enlighten. In those cases (particularly in chapter 2) I will dispense with all

meta-linguistic attempts.

In chapter 10 I attempt to carry the ideas which were presented and developed in
the previous chapters to an empirical terrain. The chapter begins with an example of
transposition from a musical composition towards two different significant domains: on the
one hand towards a musical performance and on the other hand towards a film. The idea is
firstly to show how knowing the structural aspects of the composition, particularly those
which talk about the prolongational structure and the underlying voice leading, can give
rise to an imaginative activity that leads into the fulfilment of the transposed work (both
with the music performance and the film). In short, the issue consists of seeing how the
composition fires the imaginative endeavour that gives rise to the final artistic product,
taking into account the existence of other materials while modelling the definitive work of
art (Appendix V describes some more artistic materials used in the film along with the
piece of music). But in addition, the way in which the prolongational structure can be
considered as the basis for a time configuration of the transposed artwork will be
investigated. Thus, I will attempt to show that the two different significant supports (music
performance and film) can share characteristics of their temporal configurations. In other
words, they can be temporally compatible, giving rise to a sort of crossmodal similarity.

Crossmodality is a concept that is introduced in chapter 8 as one of the most important
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characteristics of intersubjective experiences. In that way, when suggesting that
crossmodality is a phenomenon also present in the reception of music performance, I am
lending credence to the hypothesis that performance can be understood as an
intersubjective experience according to which speaking about communion, in the sense of
mutuality, is more convenient than referring to communication in terms of information
transfer. The chapter also displays the results of an experiment in which the hypothesis of
crossmodal understanding is submitted using the classic experimental paradigm of

similarity judgments.®

Finally, in chapter 11 there are some thoughts that | formulate as conclusions from
a final analysis of the entire travelled path. These reflections are oriented, again from my
personal perspective, to the radical change of perspective that | have been developing that
has lead me from an initial undertaking involving a clearly explanatory intention about the
problem of communication in performance towards an interpretative approach of it. In
other terms the chapter will try to give an account of why all the road travelled has driven
me in the direction of an interpretation of that earlier intuition related to the fact that, in
some point, the three anecdotes that | spoke of above were tied around the knot of the
preoccupations that as a performer I had always: how is it that the listener and me as

performer, can in the course of performance understand each other so well!

® An earlier version of the analysis of these data was presented at the Five Annual Meeting of the
Argentinean Society for Cogntive Sciences of Music, Corrientes, Argentina, 2006.
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Chapter 2: The relation between psychology and
musicology in the course of music performance

2.1 Introduction

Assuming music as a knowledge domain entails thinking about it not only as an object that
is elaborated and used in a particular way by a given culture. It also implies demarcating a
field that is identifiable by the particular way in which human beings get to know it. In
other terms, we understand a portion of the reality that opens in front of us at a given
moment and context as a knowledge domain because we unfold a particular mode of
creating meaning from it. Regarding the arts, it is not just any portion of reality, but a
specific part of it that has been developed by the culture itself in order to be communicated
among its members, and possessing a series of attributes that are denominated in a generic
way as aesthetic (DEA 2003). Music can be defined as a cultural production aesthetically
communicable. The discussion about what is aesthetic exceeds the scope of this work. On

the contrary, we will approach here the problem of communicability.

The question of communicability equally interests musicology as it does
psychology. Performance studies have been an interesting arena in which musicology and
psychology have aired many common problems. In the recent formulation of this field, a
series of postulates have been set down as starting points (Dunshby 1995, Rink 1995): (i)
music performance as cultural production has a structure, therefore it can be understood, in
structuralist terms, as an object; (ii) that structure is susceptible to be described in terms of
component attributes, (iii) communicability consists of the circulation of those component
attributes between members of the culture, (iv) in western culture, its members carry out
different roles in that circulation, (v) roughly speaking, musicology contributes to this field

through the study, description and analysis of communicable structural attributes (that is to
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say, point ii) whereas psychology undertakes the study of how that knowledge circulates

(point iii) and the description of the intervening subjects (point iv).

This will be the start point of this thesis. This approach comprehends music as an
object in the classic communicational scheme involving a sender, a message and a receiver
(Shannon and Weaver 1949). Inevitably, from this conception it is necessary to discuss the
sender’s intentionality of communication, and the receiver’s recognition of this
intentionality. In addition it requires defining the space the performer as subject occupies
in relation to the place of the sender. Thus, the performer has frequently been seen as
intermediary in a linear communicational chain - following the metaphor of information
transmission - between the composer’s intentions, and the listener’s reception (Canazza

and Rodéa 1999, Hargreaves et al. 2005).

However, we will see that the role of performer is variable according to different
motivations and the very notions of music and music performance that have reigned at the
diverse times and cultures, those that also depend on the dominant ideologies (Gembris and
Davison 2002) that reciprocally operate on both the musicological and psychological

agendas of every period.

It is not possible to understand musical communication if the variable relations
between musicology and psychology are not contextualised in relation to the mentioned
dominant ideologies. This will be shown throughout this chapter. For this, different points
of view will be discussed from which music performance has been considered in different
historical times, showing, in addition, the variable tensions between music theory and
performance. Taking the archetype of performer that it is possible to identify from the
passage of Enlightenment to Romanticism, in early 19" century, the aim is to locate the

possible lines of attack to the problem of communicability of musical structure that will be
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treated in order in this thesis. Thus a brief analysis of the psychology-musicology relation
around (i) the romantic performer, (ii) the modern performer and (iii) the postmodern
performer as clearly identifiable archetypes (although not so clearly easy to situate
chronologically) will be undertaken. Also, a review of the solutions for the problems
derived from this relation with respect to the two first archetypes will be carried out. This
discussion will allow approaching the first stage of the experimental endeavour of this
thesis. The discussion on possible solutions of the tensions around the postmodern
archetype will be left until chapter 7, after which different psychological and musicological

approaches will be treated, necessary to understand the second empirical undertaking.

2.2 The supportive — expressive function dichotomy

Technical assistance usually is a condition for artistic realizations. In many cases a highly
diversified technical support is needed. That diversified support frequently lies on several
people different from the artist. However, the hallmark of the individuals involved in each
instance of an artistic process seems to deepen itself regarding performing arts. When such
an individual manages to leave on the work an original and creative mark that is associable
to him or her as an individual, his or her role no longer is supportive but is fundamentally

expressive and creative.

This opposition seems to refer to the old technique-expression dichotomy.
Nevertheless, this is not exactly the subject: the supportive role - the expressive role

antinomy is built on the subject’s motivation.

On the one hand, the subject’s motivation is to serve another’s will. It is a
Supportive Function. The supportive function pushed to an extreme is represented by the
entire cancellation of subjectivity. It implies meticulously accepting certain imposed

canon. The merit of the work is strongly related both to the handling of procedures and
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techniques, and to the stable and repeatable qualities of such procedures. The value of the
product depends on the precision in applying the technical procedure and thus on how

faithfully the work reflects that canon.

On the other hand, the motivation may consist of following one’s own impulse,
obeying one’s own personal creative and expressive will. It is the Expressive Function.
The extreme of this function is represented by the purest manifestations of subjectivity and
individuality (which, often, lose communicational strength). It implies creating one’s own,
new and original canons, unknowing of all external voices and only acting under the
dictates of one’s own will. Performance is viewed as a sort of exteriorisation of the self. In
this case we are used to judging both the characteristics of individuality and the way in
which the person is seen projected in the production. The value is estimated in terms of

originality and creativity which turn the product into something special.

The supportive function of the performer is a strong thought that modernity has
maintained (Taruskin 1995), being held by some 20" Century composers (Schonberg,
Stravinsky, Hindemith). In Schénberg’s opinion, for example, the performer is a sort of
necessary evil for the incapacity that the standard listener has of directly receiving from the
composer his or her message (by a written score) (Newlin quoted by Cook 2003). Without
being so explicit, many other composers hold a similar idea about the role of the performer
through a highly detailed, almost obsessive way of writing music. This yearning is seen
brought to life in electronic music. Nevertheless, it is interesting to notice the performing
role that disk-jockeys have acquired in present self-denominated electronic pop music in
the light of the creative nature of performance. Although the allegory of the necessary evil
is remarkably extreme, the supportive function of the performer is one of the most

important aspects of any model of music performance (Godlovitch 1998).
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Perhaps, the expressive function is more familiar in music performance, although its
extreme manifestation does not exist in this field. However many of its characteristics
appear in diverse performative tendencies. For example, some pedagogical approaches that
are contiguous with the self-help and new age psychology, propose the primacy of the
performer’s self as the supreme value in the performance (Ristad 1982). Again, this kind of
allegory of being oneself is also extreme, but, nevertheless, self-expression occupies a

place legitimised by many projects relative to music performance (Kivy 1995).

It is possible to affirm that the history of western music performance is the history
of the tensions between these two functions. The performer’s exact incumbencies, the
performer’s expected stamp on the artwork, the extent to which the performer’s task
characterizes and mirrors the very artwork, arise from those tensions in every particular
music culture. But, in each cultural context, the performer’s incumbencies are dialectically
defined, respecting the ontology of the musical work (Cook 1999, 2003, Johnson 1999).
The examples 1 to 4 of the disk show pairs of performances that are considered the same
work in 4 different musical cultures (Example 1; example 2; example 3; example 4).
Probably, the musical culture of the example 1 cannot consider the pair 4 as the same
work. However, for the musical culture of example 4, the differences in the pair are part of
the performer’s stamp, but they do not affect the identity of the piece. What we are
attempting to demonstrate by using these examples is the fact that the “musical work
conception” of a particular epoch, a musical culture, is the result not only of its structural
musical notions that define the style, but also of the set of beliefs around the role of music
in that culture, the way in which their members are involved, and the levels of participation

that the different cultural actors have in the realization of the artwork.
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Throughout these four pairs of examples it is possible to note different motivation
on the part of the performer. In a same musical culture, whereas the motivation goes more
and more towards being that of expressing one’s own ideas and senses, the characteristics
that allow determining the identity of the new performance with the first, get blurred. What
the personal motivation of the performer is questioning as the four examples pass is where

does the musical work lie. The example 5 in the disk gives an account of this.

In the mid-nineties, an Argentinean rock star, Charlie Garcia, recorded a rock
version of the National Anthem. Although many recorded versions of the National Anthem
already existed, soon the idea of two Anthems began to circulate: a National Anthem and

Charlie’s Anthem. Why they were not considered as the same work?

Initially we are tempted to answer: “Charlie’s Anthem is not faithful to the original
score”. However, in 2000, other popular musicians, Jairo and Lito Vitale, performed and
recorded the National Anthem. They neither were faithful to the score but they were

broadly accepted. However the denomination “Jairo’s Anthem” was never used.

What was called into question in this episode is precisely the depth of the
performer’s stamp, and the fact that opened out into controversy was that this stamp
depended on the context and the dominant ideology in that context. Garcia did what he
always used to do in his own musical (sub)culture. Nevertheless, the context was another

one there.

The tension between supportive and expressive functions has emerged throughout
different times and contexts, and with diverse names. Although not strictly superimposed,
but at least to a similar extent, it is in the arena of the present debate. For example,
Thompson (2001) mentions the dichotomy between the *“authenticist correction” and the
“aesthetic correction”, referring to the functional duality that we are presenting but limiting
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the arena of the present debate specifically around ancient music. On the other hand, in the
context of performance in the 19" century, Ferris (2003, p.354) proposes a dichotomy
between composer’s music and performer’s music. According to this author these
categories do not represent watertight compartments but are rather two poles that describe
the aesthetic intentions that are beyond the piece and the expectations that the audiences
bring to the performance of the pieces. Further away from this, Ferris mentions the
partition suggested by Carl Dahlhaus between “virtuosity” - talking about the practice in
which the performer adapts himself to the demand of the performance circumstance, in
particular the demand of the audience - and “interpretation” - talking about the way of
performance in which the performer obeys rather to the demand of fidelity to the
composer, and to the original spirit of the piece. On the other hand, Lawrence Kramer
(mentioned by Ferris) prefers to speak about “twin styles”: the first one oriented to the
priorities of the performer and the second one oriented to the realization of the work
accurate to the composer’s spirit. More comprehensively, according to Goehr (1992), this
double sense of the performative activity dates back to classical concepts of mimesis and
catharsis. The idea accounts for the relation of the performer both with the imposed
restrictions from outside, and with the raised necessities from inside, relative to the

originality, personal expression, and individual pleasure.

During the rest of this chapter these ties will be examined in three different contexts
throughout the history of western art music (WAM). Many of the prevailing ideas at those
moments also subsist in certain current contexts. Some of them are intimately related to the
perspective that dominates the agendas of research in music performance in the field of
psychology of music. Others encourage certain changes of psychological approaches and
accompany the transformations operated in the musicological perspectives in the light of

the cultural approaches to the discipline (Clayton, Herbert and Middleton 2003).
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2.3 The romantic performance

2.3.1 The myth of genius

Music performance in the 19" century is characterized by the presence of multiple
dualities. For resolving all of them, the romantic culture reconfigured the figure of the
genius. The notion of genius was used in the enlightenment period as synonymous to
capacity, but throughout romanticism the concept was adopting its connotations of special
ability, inventive intelligence, more insightful perception, and superiority with which we

know it (Jaffe 1980).

According to Eco (1992) its origin is very remote in western thinking: the hermetic
thought of 2™ century, characterized by “the mystical intuition, the non rational
illumination, and an instantaneous and non discursive vision. No longer is it necessary to
speak, to discuss and to reason. It is enough with hoping that somebody speaks to us.” (p.
36) Remarkably, this characterization resounds in many writings about musical

performance:

“From the more and more intimate understanding of art’s deep mystery, that
inner tremor will be born, perhaps, at some sacred time of his studies that will

give the feeling of proximity of artistic truth.” (Cortot 1934, p. 15)

The interpretative genius is not any genius. Genius consists of being transparent to
let the work be seen and simultaneously be vividly present for the audience in lieu of the
composer (Hunter 2005). It is not a question of subordination of the self to the composer’s
desires. It is his or her own genius that makes it possible for him or her to enter the
composer’s spirit. The performer is a medium. Thus, the supportive function and the

expressive function may be seen as strongly integrated in such a figure.
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The psychology of the second half of the 19" century turned towards a more
scientific approach. Nevertheless, it had reserved a place for the ineffable. Genius occupied
that site, and, at that time, psychology did not worry to investigate its nature more deeply.
Thus, geniuses were often seen as strongly introspective subjects, worried about the course
of their own reflections regardless of the collective consequences that these thoughts could
carry, and knowing themselves to be exceptional beings. Geniuses were subjects ready to
undergo the lack of understanding of a mediocre world that could not understand their

genius. (Castro et al. 2005)

2.3.2 Genius and the resolution of the dualities

Early in the 19" century the partition of performer as independent from composer led to
the first important duality. This process takes place in the context of capitalist
transformation of compositional production. Therefore the entire musical production was
adapted to the newborn “musical market”. These changes gave rise to a strong
development of the concert as institution. In this, performers also had to sell their
products. On the other hand it gave rise to the establishment of repertoires, implying that a
more and more important geographic and temporal rupture existed between performers,
who produced the concerts, and composers, who generated the pieces for them. Composers
gradually began being considered naturally as absent in the concert. Their presences were

replaced by the performers’ attendance.

Separation between the composer’s figure and the performer’s person conveyed a
great demand (particularly in technical terms) towards the latter. In this way, the growing
development of instrumental technique begins to uplift the artist to a special category of
being. Virtuosity little by little began to be the genius characteristic that was going to

differentiate the performer from the rest of the mortals. Thus, the supportive function
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impelled the development of the artistic pretentiousness of the performer. A great paradox
is then, whereas the division between the technical and expressive components of the
musical execution was attended (Macdonald 2002), that development of the supportive

function leads to the imposition of the expressive function.

This technical development gave to music performance the component of
physicality that it required in order to be considered as an artistic labour. The concept of
Fine Art (coming from the 17" century) assumed the creation of an artistic object. Highly
sophisticated instrumental technique offered music performance a physical quality to be
fused with a high spirituality, thereby allowing geniuses to access to their own artistic

status.

2.3.3 An enactive structure — performance relation

Virtuossi acquired their status of genius by virtue of their superlative technical
development. Virtuosity enormously excited audiences, and this was the one that finally
granted the genius status to performers. In this way, although performers used to declare to
be at the service of the composer, they were, in fact, inclined before the audience.
Composers are a sort of mystical endorsement that is only present through performers. In
this apparent supportive attitude, the performer’s stamp is always guaranteed because of
the fact that only the genius has access to the true revelation of the artwork. In this context
the expressive function emerges from the supportive function. Only the virtuosso can reach

the reproduction of the composer’s spiritual height (Hegel 1818).

Romantic performers developed their technique as a way to commit themselves as a
supportive resource. But, this served as a platform to project their artistry. The romantic

artist understands the composing genius through technical development. While being
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owner of an amazing technique, the performer had access to the work’s truth (Macdonald

2002).

In this way, it is possible to appreciate that performance itself was being considered
as a field in which many of the dichotomies raised within the frame of music aesthetics of
the early 19" century were dialectically resolved: composer vs. performer; technique vs.
expression; technique’s materiality vs. expression’s ineffability; etc. (Hunter 2005). The so
strongly rooted idea of the performer’s loyalty to the composer, which until today governs
most of the principles of music performance, arose from there. Shortly, the myth of the
performative genius arose from an abstract notion of loyalty: the performer would be a
better artist serving better the composer. Paradoxically, loyalty is a consequence of the
expressive function. In general, the notion of loyalty arises when the hierarchies of power
are threatened. When the subordinate can do something by their own motivation, by
themselves (and possibly for themselves) the concept of loyalty starts to be considered and

the idea of treason concomitantly arises.

How did virtuosity become the key of artistic status? Musicians of the first half of
the 19" century understood the supportive and expressive functions as an indivisible
whole. The endeavour of playing difficult passages, developing virtuosity, which implies
the application of a rigid discipline in contact with the musical piece, led inexorably to the
creative expression of the performer in order to achieve the revelation of the artwork.
Performers fulfil the presentation of the piece as it was conceived if they initially
contemplate it, then capture its spirit and finally “content (themselves) with rendering it
with all the facility of which (they are) capable” (Fétis and Moscheles, quoted by Hunter
2005, p. 358). Technical facility is the passport to the knowledge of the composing genius.

The performers belonging to the first romantic generation looked for a means in technical
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ease to stimulate fantasy (Macdonald 2002). It is the way in which a relation between the
artist-performer and the musical text, and between interpreters and their mission, is
established (Eco 1992). And the myth of genius leaves room for everything to occur in a

way that cannot be explained.

Both intuition and revelation guide understanding; the understanding of the world.
According to the German theoreticians in the early 19" century (Hegel, Baillot, Hummel)
the apprehension of the content of a piece is a question of sudden inspiration (Hunter
2005). But that inspiration did not arrive any old way, but through action, through
meticulous and coordinated movement of all the actions necessary to activate the
composition’s sound, to put the composition in sound. In this way, something remains
inexplicable in the romantic perspective of music performance: “Interpreting an artwork
(...) is neither taught nor reached by any pedagogical system.” (Riemann 1916, p.103-104)
This was the place that nineteenth-century psychology was allowed to leave without
explanation. And this is what is often criticized of this romantic legacy: its (apparent)

arbitrariness.

2.3.4 The romantic performance institutionalised

In spite of the apparent subordination of performers to the composer and their authentic
relationship with the audiences, the place of genius always was a genuine space of power.
In that way, performance could not be subordinate to arbitrary vicissitudes. In order both to
consolidate the performing genius’s power and to avoid an anarchist abuse, romantic
performance created mechanisms of perpetuation by means of the development of schools.
The performance schools arose mainly as devices for the transmission of the technical-
mechanical knowledge involved in music performance. Nevertheless, the notion of school

as performative tradition soon extended to the entire realm of the activity. The schools
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were constructed around mythical figures who guaranteed good judgment to the
performance, while they maintained the role of the genius as a unique guide and leader.
The didactic work of the school was materialized by the music editions, which used to
include a great amount of performance indication in the scores. Within the school’s
pedagogical logic these indications not only had the purpose of nearing any disciple to
genius, but they also established genius’s hierarchical level. Genius is always over the rest
of the mortals and the disciples knew they could not reach his or her height: “Chopin, like
every original talent, is not able to be imitated, however it is necessary to try to enter into
the spirit of his composition in order not to do the opposite” (Zimmerman quoted by

Bellman 2000, p. 152).

According to Richard Taruskin (1995), performative traditions have the value of
being socio-cultural constructions that give meaning to the musical experience.
Nevertheless, these academic traditions separate from the very sense of socio-cultural
construction. They are generally the dictation of one person that determines what is
possible (or better, what is not possible) to do. Didactic works, produced in that way, are
nothing other than compendia of instructions to play a piece well. They also tend, like all
creeds, to create unconditional believers with a progressive loss of individuality and self
esteem. The result of this is a strong dependency that performers establish with those who
are illuminated. In the eagerness of not needing that truth, the unilluminated are forced to
do what some musicologists have referred to as consulting the oracle (Taruskin 1995). In
spite of all the changes produced both in the conceptions about musical performance and in
the power relations that the conception of the myth of genius provokes, in particular in the
pedagogical realm, this point of view continues to be effective in so many aspects of
musical production as well as in instrumental education, musical marketing, both in pop

music and western art music, and including folk music psychology.
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2.4 In search of objectivity

The reaction to the hyperbolic development of romantic ideas in the realm of music
composition that could be clearly appreciated during the inter-war period became
distinguishable in the scope of performance from the post-war period. Previously,
composers - in particular Ravel, Stravinsky, Hindemith — had begun to make the emphatic
request of performers: Do not interpret! Performers began to be seen more as executors
than as interpreters (Stravinsky 1970). Therefore, the problem of their role definition

became a problem more of ethics than of aesthetics.

Particularly in the English-speaking countries, strengthening of the musical studies
in universities came together with the new imposition of a music performance aesthetics
that started to obey that composers’ demand. The “musical sciences” development, mainly
music theory and historical musicology, opened a supply of important knowledge to the
performer. In that context, such knowledge was stated as a vital source for artistic decision-
making. The perspective of genius did not satisfy an intellectual environment that explored

knowledge from a psychology based on empirical evidence.

2.4.1 A new psychological subject and a new epistemological
object

Musical science could not accept a concept of genius supported by the supernatural. This
notion was replaced by the one of expertise or talent (Sloboda and Howe 1991, Sloboda
and Davidson 1996, Davidson 2002, Welch 2001), according to which capacities
considered as different actually display quantitative differences - throughout its phases of
development — rather than qualitative ones (Sloboda 1991). Amongst their many attributes,
the talented subjects have a great curiosity for sources and theories. In that way, hermetic

explanations do not conform to those who are talented. In parallel, for a psychology which
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is already totally rooted in empiricist bases, the account including a mysterious force can
no longer take place in its agenda. On the contrary, a search of an account of expertise
abandoning the previous explanations involving the gift and the ineffable began together
with the development of learning theories. More objective means might be used for
understanding and promoting excellence. In this context, the methods of experimental
psychology were going to be the means and music theory and historical musicology were
going to be the force of its epistemological base. The idea is that performers do not

interpret yet, but they objectively offer the musical artwork.

However, the concept of objectivity was taken immediately as a very difficult idea
to be applied in artistic fields. Inevitably, including this concept in music performance
agendas brought conflicts in milieux still closely related to the previous paradigm. Another
term that takes part of the romantic lexicon and which would be used by performers,
listeners and critics is loyalty. Loyalty to the composer, versus the subjugation of the

virtuosso. Meanwhile, the specialized critic began to speak of authenticity.

As Peter Kivy (1995) has stated, notion of authenticity is taken as being
synonymous with validity (an expression of strong scientific connotation). A performance
is considered authentic when it attains the supreme objective of serving the truth of the
composer’s idea. From there, the idea of authenticity favoured the supportive function
extending it to aspects that until this moment had been patrimony of the expressive
function (tempo, phrasing, dynamic, rubato, etc.). The artistic correction idea was strongly
intensified. Besides, correction requires a canon. Authenticity is based on authority (Kivy
1995). This authority is always the composer’s authority. But at that moment, the middle
of the 20" century, that authority did not speak through genius, but through science:

historical musicology and musical theory.
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2.4.2 A determinist structure-performance relation

In the heat of objectivism at least two clear trends in music performance arose: The
practice of historical performance, and the practice of analysis-based performance. In
both cases, the search for objectivity leads to such an exacerbation of the supportive
function that it practically results in the concealment of the performer’s identity. Both
approaches aim at the composer speaking through performance, and differences between

them concern the means used for this goal.

The historicist perspective emphasises loyalty to the composer when recreating all
the external conditions of the original performance. This implies an attitude of scrupulous
double-faced fidelity: the replication of the practice of performance within the composer’s
lifetime and the replication of the very sound of the performances within the composer’s
lifetime. This perspective has a strong philological foundation since it is based on the
analysis of texts. Not only scores, but also whatever sort of writings that allow their
interpretation, in deciphering the signs printed on the score. But other documentations are
also very important. In particular the musical instruments of the original time are a kind of
archaeological key. From this perspective the expressive function is reduced to the
interstices that current historical musicological knowledge leaves free between the text and
the sonorous result (Kivy 1995). From the psychological point of view, this approach gives
rise to a two-way thought: the scientificist, oriented towards generalizations, and the
expressive, oriented toward particularizations. Thus, in their scientificist attitude,
performers gather the particular situation and resolve it in a generalized way. On the
contrary, in their expressive attitude, performers particularise a given musical trait as a
unique and unrepeatable characteristic. This two-way directionality of thought was vastly
problematic for performers and the scientificist attitude was accounting for all the realms

of performance. Under these conditions, individuality in performance is little less than an
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epiphenomenon, it is not a primary concern. Actions that performers must make in every
moment of the performance are determined by musicological research, which give rise to a

sort of historicist musicological canon.

Under this approach, the performer’s creative behaviour consists of behaving as a
composer (Kivy 1995). Here, questions of performers’ historicist composition (concerning
the resolution of continuo bass, ornaments and cadenzas) play a very important part. But
notice that this is rescuing the old idea that the composer is the creator because he creates
the text; this is a very widespread idea both in classical music theories and in contemporary
cognitively oriented ones (Williams 1950, Willems 1954-1964, Meyer 1973, Lerdahl and

Jackendoff 1983).

The approach based on musical analysis, is, in principle, sceptical regarding the
historicist perspective by virtue of its chimerical aspects (Stein 1954, Taruskin 1995). The
objectivity in performance that the analytical approach aims at comes from the intrinsic
analysis of the musical piece as it is explicit in the score (Cone 1968). Performance is
clearly a function of the musical structure. The mission also consists of filling the gap
between score and sound output, but through the explanations that arise from the very

score and not from external conditions to it (Stein 1954).

This perspective is also distrustful of (romantic) traditions of performance.
Concerning this, mimesis and intuition generate liberties that often give place to erroneous
conceptions (Stein 1954, Berry 1989). Again, as a part of the musical-studies academic
field, music performance is seen as one more science. In this way a correct expression of
the musical content is guaranteed by a meticulous mapping of the musical structure (Berry
1989). Each interpretative decision is consequence of a defined analytical insight.

Performance is seen as a critical speech that is the product of the rational examination of
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all and each one of the musical work’s structural aspects as they are expressed in the score

(Berry 1989, Cone 1995).

2.4.3 Music performance and the positivist appeal

The analysis-based approach, a perspective that integrates the details of the analysis in the
set of the musical form, would guarantee a coherent performance in which the parts are at
the disposal of the whole. Coherence is one of the supreme values of performance. It is a
sort of operating form of the widely sought after values of truth and objectivity. And

performative coherence is defined by analytical coherence.

Richard Taruskin (1995) understands the struggle between romantic performance
and this objectivist performance in terms of the vitalist - geometric opposition. The vitalist
performance “is an objectification of our own pleasure in activity, and our own vitality.”
(T. E. Hulme, quoted by Taruskin 1995, p.108) According to this, the vitalist performance
mainly rescues the dynamic qualities of music showed in fluctuations of tempo and
sonority. On the contrary, the geometric performance reflects a desire to obtain a strong
frame inside which to feel secure. The geometric execution is founded on decisions based
on deductive or inferential demonstrations of coherence conditions that maintain the
togetherness of its attributes. The performance problems are created as aims of research
whose hypotheses are verified by applying logical principles and/or contributing empirical
evidence. And therefore, aesthetics is considered as a logical problem: musically
(artistically), what is possible to be accepted is possible to be demonstrated. Performance is
taken as a manifestation of the state of knowledge relative to certain performative
problems, often expressible in mathematical terms. The parsimony of the mathematical

model is a guarantee of coherence (Cone 1968, Epstein 1995). It is not difficult to notice
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the relation between this way of seeing music performance and a psychological agenda

whose criterion of validity is the mathematical expression of its findings.

There are two other important characteristics that link objectivist performance
(geometric) with classical cognitive science. Firstly, we have the idea that the performer’s
actions can be understood as obeying hierarchical systems, in which the relation between

the parts and the whole is hierarchical. That is, in which certain actions control others.

Secondly, according to the objectivist viewpoint, performance can be understood in
grammatical terms as a set of rules that tie each aspect of the musical structure, the musical
score, the traditions, or the external conditions of performance, to determined actions and
expressive decisions. The individuality of the performer is developed in the eventual
emptiness that the grammar leaves. At the same time, the impact that the actions of the
performance also exert on the listener can be understood according to rules; for example,
rules of the type if/then, which guarantee the performer’s mission of becoming something
(structurally) audible (Levy 2001). Audibility becomes the goal that legitimises the action
in relation to what is analysed. Thus, rules not only regulate the performer’s choices, but
also serve the critical attitude as a judgmental element: if performance fulfils the rule, then
the performance is better. This locks up a key concept of the analysis-based approach,
namely, that the performance’s value finds foundations outside the performance itself,
mainly in analytical models (often developed for other aims) and in the operations that the
performer makes in relation to those models. Consequently, authors from this perspective
talk about intra-musical relations, referring to all the others as extra-musical relations

(Levy 2001, p.52).

By all means, this is compatible with a psychology that is more concerned about

generalizing, finding common behavioural patterns with the intention of describing an
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average performer (paralleling the notion of average speaker), and determining the
conditions of acceptability of a given performance, rather than in distinguishing and

analysing performances and performers as individualities that affect the musical work.

Succinctly, the objectivist programme defines a performance of a musical work as
being materialised in the norm (score, grammar, etc.). In this approach, music theory is
also at the service of a hierarchical conception of music, which establishes with
performance a strongly determinist relationship. This music theory gives account of a
musical structure that is characterized by the hierarchical organization of the events present
on the musical surface. This hierarchy is organized according to rules that allow tying
every detail of that surface to the whole. The Generative Theory of Tonal Music by Fred
Lerdahl and Ray Jackendoff (1983) is the most conspicuous example of this coalescence of
music theory with the classical cognitive science program. Nevertheless, other musical
theories also serve these aims (Cooper and Meyer 1960; Meyer 1973, Berry 1987; Lerdahl

2001).

In spite of its criticisms of romanticism, the modern programme shares two important
characteristics with this. One is its philological identification that orients both perspectives
around the notion of musical text. The second — linked to the previous one — is “the
Romantic enthronement of the autocratic and infallible composer-creator, divorced from
real time music making” (Taruskin 1995, p.167). At the same time, neither of the two
traditions recognizes the role played within it by the performance’s oral tradition and the
adaptation of this tradition - the dynamics of transformation of the tradition - to the current
conditions in which the performance takes place (see the case of Arnold Schénberg as

performer in Jackson 2005).
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The objectivist perspective is the one that has generated, by its affinity with
classical cognitive science, the epistemological support for the immense mass of
investigation that nowadays exists about communication in music performance. In
particular, the very notion of communication of structural attributes in music performance
is one that obeys this epistemology. Therefore, all the first experimental endeavour of this
thesis is based on it, and, in a certain sense, proceeds from the principles reviewed here.
Thus, the experiments developed in chapter 5 will follow the logic outlined in these pages

and the paradigms and methods developed in greater detail in chapter 4.

In spite of the strong influence of these ideas, current musicology increasingly
questions many aspects of this perspective of music performance. In the rest of this chapter
we will briefly review the main criticisms the objectivist performance has received from
current musicology, with the intention of making clear at the start of this thesis, that, in
spite of comprising a hegemonic paradigm, the studies in performance seen from the
classic cognitive perspective are not the only way to approach the topic of communication
in performance. From chapter 7 we will venture towards some theoretical routes of
development which tend to give answers to these criticisms from in the context of the
postmodern musical performance: and some collected experimental evidence from

alternative paradigms will be presented.

2.5 Targeting objectivism

The development of electronic means of reproducing music could have turned the
objectivist program into a sort of arena of academic discussion. Roughly, each new version
of a given musical piece implies an advance in knowledge about this piece. The paradox of
this electronic revolution is that, far from demolishing the figure of the performer, it

returned it to the pinnacle of glory. Certainly this could be academic glory, reached thanks
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to the contributions made by advances in scientific knowledge in the field. Nevertheless,
both artists and audiences seem to be more preoccupied by the performance’s individuality
and idiosyncrasy than by any kind of objectivist precision. The re-editions of very old
versions and a sort of postmodern upsurge of individuality place us face to face with the
possibility of enjoying an enormous variety of interpretative styles and diversity seems to
be the present hunger. If this is the case, in what way was the objectivist programme

mistaken?

2.5.1 Objection to the individuality of performance
The objectivist programme has not solved what, according to Kerman (quoted by Dunsby
1995, p. 47) is the key problem of music performance: the way in which the musician’s

individuality must exert influences on the artwork’s individuality (Bowen 1999).

We have seen that objectivism sees music performance as a declarative activity.
What performers must display is their knowledge about the musical structure (Berry 1989).
Performance is not only a declarative mode of conveying the knowledge the texts provide,
but performance itself, at one extreme, is seen as a didactic text: the text that allows the

listener to understand the composition.

Objectivism also recognizes that performers can have other things to say, beyond
the explanation of the composition. They may want to declare their feelings, for example.
But these feelings will only be able to be expressed if they do not contradict the feelings of
the work (Kivy 1995). The essence of objectivism is this: an objective reality exists that is
the musical work. That reality is outside the subject that performs. The work consists of
taking control of that reality and communicating it as it occurs. The objectivity of this task
is guaranteed to the extent that the communicative guidelines are controlled by rules that
the performer obeys. In this way, the creative activity is minimal. It is accepted that
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performers are creative intermediaries when they behave like a composer, adding
something to the composition that it did not have in writing, and that is susceptible to be
set in writing. Briefly, performers can be creative so long as they act not as performers but

as composers (arrangers).

But the ontological boundary between composition, arrangement and performance
is very porous and it strongly depends on the musical culture to which the phenomenon
belongs. Therefore, this corset that constrains performers’ creativity by pressure of the
objectivist approach, far from solving their problems concerning intervention, aggravates
them remarkably. The text’s limit is already vague enough. The musical texts lock
themselves up according to the specific practices that determine the meaning of the signs

(Kivy 1995).

The objective guidelines that colonize the entire action of the performer tend to
guarantee not only a system of values by which to judge the performance, but also a frame
for understanding its communicational particularities. Only when understanding
performance as objective data, is it possible to consider it as the object of the sender -
message - receiver communicational chain. The objective viewpoint declines to admit
some aspects as part of the performer’s role that does not fit with its rule-systems, because
it would not know how to explain its communication (which is basically what happens
with some aspects of imagery and metaphoric thinking). When seeing communication from
another perspective (as we will approach in chapter 8) we will be able to free ourselves of
this problem, and to understand performance as a freer phenomenon including aspects that
not necessarily require a propositional format. Rather than the truth of a performance, the
contingency of it will be the heart of interest. We will see in chapter 8 that from this

perspective certain performative resources such as repetition, which are very problematic
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for objectivism (as was indicated by Kivy) are vital in communication (Stern, 1985;

Imberty 2001, 2002).

2.5.2 Performance Depersonalisation

As a result of its hostility to performance individuality, the objectivist perspective does not
fully acknowledge the role of the intuitive and the ineffable in performance. It confuses the
ineffable with what is magical and associates it with the romantic perspective of the myth
of genius (Berry 1989). Negating the intuitive as a performance’s strongly personal and
human trait (Lester 1995) reveals some aspects of a very authoritarian conception, which
objectivism has reserved for performative problems. The objectivist perspective denies

intuition in performance because it is substantially denying its artistry.

In addition, the objectivist perspective must depersonalise performance in order to
guarantee objectivity, favouring the authority principle over the identification assumption,
which accentuates subjectivity. This a priori authority principle accentuates the
authoritarianism that objective performance already revealed elsewhere: (i) it is
ideologically authoritarian, because it is ethnocentric; (ii) according to Taruskin (1995),
objective performance represents a fundamentalist vision of the performance’s concerns
sanctioning the idea that “what is not allowed is prohibited” (see Stravinsky 1971); (iii)
this perspective becomes conservative, understanding the performer as a curator rather

than a creator.

Obijectivist performance becomes an instrument of power. Objectivism asserts that
there is an only way in which music should be listened to, there is an only truth held on the
composer’s authority. If performers do not adjust to that truth they are misguided: for this
reason, for Lester (1995), objectivist performance is alienating. But in addition the disloyal
performers are subversive because they lead the listener somewhere that is not the truth.
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The composer’s truth is transferred to the performers, then they have the truth and
therefore who shows an ostensible power before those who are underneath in this
hierarchy, namely the listeners. The recognition that the materialization of music arises
from the composer-performer-listener relation (Narmour, mentioned by Dunsby 1995,
p.51) which is vertical and linearly univocal, therefore the listener is the last link in the
chain, without any kind of influence on the other actors. The ostentation of this power
makes the performer a pretentious subject (Rothstein 1995). But this power is nearly the
result of an obsequious attitude; is the result of their loyalty to the composer. The term
loyalty appears in literature on music performance, almost as much as it appears in the

fascist or nationalistic manifestos.

Objectivism has a pejorative point of view of the listener. It considers that the
listener has a passive attitude, and therefore does not contribute to the musical meaning.
For example, objectivism tends to deprive the listener of ambiguity (Agawu 1994), which
is a conspicuous attribute of music (and art in general) (Tanner 2000, Levy 1995).
Objectivism’s systems of rules have tended to reduce ambiguity. From the cognitivist
perspective, fuzzy systems and systems of rules of preference (see chapter 4) are attempts
to approach the problem of ambiguity within classical cognitive science. But this is always
made with the aim, more or less explicit, either of eliminating it, or, at least, of reducing it

to a minimal expression. Objectivism in performance reflects this perspective.

Exercising intuition, and artistically using ambiguity are some of the aspects of
freedom that both the performer and listener have, in relation to the music composition.
When denying these aspects, the objectivist performance incarcerates the performance and
its listening behind the bars of the musicological canon. But, paradoxically, contemporary

audiences vindicate their rights to listen freely. Performance should not then be understood
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as something outside a strong commitment with that freedom, but as a part of a performer’s
commitment with her social and intellectual obligations that emerge from the

performance’s circumstances (Hunter 2006)

2.5.3 Music as text

Both the historicist performance and the analysis-based performance appear rather
as text than as act (Taruskin 1995), establishing relation and action hierarchies that are not
necessarily related to the core of the performative problems. They represent ways of
considering performance as an artefact instead of an activity (Small 1998). The negation of
performative aspects is practically a condition that the objectivist perspective imposes.
Briefly, there is no possibility to be objective if we consider the performative variables.
This comes from a much stronger ideological foundation according to which the ideas are
propositions, and therefore everything that does not have a propositional format cannot be
considered an idea. Therefore performances have not traditionally been treated like

statements in themselves, but like renditions of statements (Lester 1995)

One of performance’s own characteristics that the text is not able to capture is the
issue of real time. According to Janet Schmalfeldt (1985) when the musician plays, his or
her synoptic understanding must be completely put at the service of projecting the piece as
a whole. In this situation, his or her thought is conditioned and restricted by time. Linked
to this question, the performer also has to face a very high demand of completeness. In
other terms, the performer should play all the notes. Unlike the analyst, who may select
passages in order to clarify his or her demonstration, the performer must “manage” the
whole. Finally, another aspect of performance itself that is absent in most of the theoretical
approaches is the cognitive and biomechanical demand for the movement, the force and the

stamina involved in performance that gives rise to performative decision-making (Dunsby
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1989, Lester 1995). Such actions can acquire the status of signs in the context of real time

performance, contributing to the performance’s meaning (Clarke 1995).

The real time construction favours a conception of music performance more related
to the other performing arts. One of the alternatives to the objectivism proposed is to
consider music performance as dramatic action (Schmalfeldt 1985, Rothsthein, 1995). This
approach to the musical work returns to it ipso facto the particular temporal experience that
provokes the performative act. In an interesting way, Schmalfeldt rescued metaphorical
aspects of the analytical language for shaping the character of performance. The musical
structure is considered as a sort of stage on which the dramatic elements, which are going

to happen during the development of the performance, are arranged.

In this context, the analysis of the musical work has a more heuristic than
normative value. It revalues the sense of privacy and empathy, and the understanding of
the work that the performer obtains through the long hours of practice on the piece (Lester
1995). Correspondingly, for Schmalfeldt, (1985), analysis and performance are cooperative
tasks, but they cannot overlap because the psychological substrate of each of them is
totally different. The analyst has a verbal substratum, while the performer has a final

commitment with time and the contingent.

Following the Schmalfeldt idea, we will propose that this side of music
performance is badly interpreted by the objectivist approach because it does not consider
an important psychological component. It is not considering the way in which time
determines a modality of artistic thought. The arranger models a time configuration that
does not impose constrains on the real time of his or her labour. This is the essence of the
projectual thought, representative of the visual arts, but that, as we see, takes part at certain

key moments in the process of temporal arts. On the contrary, the performer models a time
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configuration that does impose constraints on the real time of his or her labour. If the
performer decides to realize an accelerando, this decision directly affects the time
configurations of his or her artistic production. In other terms, the time of the work is the
time of its realization. This is the performative thought. For this reason we cannot confuse
the performer with the arranger. The latter’s strategy of thought is a projectual one,
whereas the one of the former is performative. Surely there is much projectual thought in
the performer’s task. But finally it is performative thought the one that governs the

decisions, and therefore the artwork in itself.

Interestingly, when rescuing the temporal aspects of performance, a strong
identification of music performance with theatrical performance clearly arises. This will be
the key point of our proposal. But we say that the music performance’s quality viewed in
this way will not be linked to the issue of value as it arises from the objectivist approach,
but to the issue of verisimilitude, that is a theatrical one. This is compatible with the
Rothstein’s (1995, p. 238) assertion about identifying in musical analysis an “analytical
truth” and a “dramatic truth”, describing the way in which performance emerges from the
dialectic between both. Similarly, Nicholas Cook (2003) proposes seeing the musical text
as script. This perspective gives back to the former its primary character of indication for
action, removing its condition of artistic object in itself. This argument will be further

examined in chapter 7.

2.5.4 Decontextualization of performance

The objectivist perspective ignores the role of the listener as well as of the performance’s
conditions and the audience in the artwork (Thompson 2001). The examination of these
aspects is replaced by historicist or structural generalizations. This shows a naive approach

to the contexts, tending to homogenize all contexts and preventing the recognition of the
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contextual diversity in history and in the present moment. Thompson (2001) indicates that,
in general, musicology ignores the audience because it considers it as a neutral element in
the musical act. In opposition, he proposes the necessity of considering the time and the
space of the listener. In that view, the musical works are seen as independent organizations
that work in any context, unrelated to the type of event and ideology particular to those

contexts.

According to Small (1999), the objectivist perspective can only give rise to a model
of unidirectional communication (sender - message - receiving) in which, as we have
already seen (p. 45), the listener is the last link of the chain and as such has a passive role
without participating in the musical meaning. On the contrary, a perspective that
contemplates the context will allow appreciating that the meaning is shaped through the
human relations that are provoked during the performative act. Therefore to think about
other performative relations and other ways to understand music performance also implies
questioning classical cognitive science’s agenda, because subjects’ responses are towards

the performance itself and not towards an isolated abstraction called “a piece”.

Nevertheless, the relations between the text and the context are problematic. The
text participates in the context configuration (Monson 1996, mentioned by Cook 2003) and
represents only one part of the meaning. The construction of the social context as one of its
central functions is present in the musical structure. For that reason, to consider
performance from an ethnographic perspective (Cook 2003) would allow putting the piece
in the wider context of performance that offers one a clearer vision of the contribution of

all the elements of such a context in the construction of meaning.

In spite of all the criticisms the objectivist approach has received, musicologists do

not manage to characterize performance because of this diversity. There is a key point in
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this problem to which we will have to find an answer if we are interested in pursuing the
relation between musicology and psychology in the course of music performance, in the
postmodern scene. It is the way in which the composition is considered in the present
performance. Where is the musical work in a scene in which the relation between the
performer and the audience seems to fill all the available space? Is the musical work no
longer a question to be considered? Have we gone from the composer’s tyranny to the
performer’s and audience’s tyranny, which cancel the composition? Chapter 7 will try to
address some of these problems from the set of criticisms that we finished reviewing here.
Before this, as we were saying, we present an empirical investigation undertaken with the
objective of approaching an answer to our central question, from the perspective of both
the psychological and musicological dominant paradigms. This excursion will allow us to
appreciate whatever might still be possible by advancing from that approach, and at the

same time to indicate some of the limits that we need to overcome in our search.

*k*k

Summary. Music performance may be thought as obeying different motivations. According
to these, performance exhibits either a supportive function (related to mimesis) or an
expressive function (related to catharsis). The interplay of tensions between both functions
within a given music culture describes the particular relationships between composition,
performance and reception characterizing that culture. Romantic performance solved such
tensions between both functions in the light of the myth of the genius. Modernity solved
these performative tensions with the aid of the musical sciences. Understood as objective
performance, the latter displays a clear epistemological affinity with the psychological
perspective of classical cognitive science. In the light of this affinity a body of
psychological research in the field of music performance has been developed serving as a
background for the studies described in chapters 5 and 6. Nevertheless the objectivist
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perspective in performance has been strongly criticized by the new musicology. The
criticisms focus on four aspects: (i) objectivism does not acknowledge the individuality of
the performance, (ii) performance is seen apersonally, (iii) performance is analyzed
regardless of the context in which it occurs, and (iv) music is seen more as a text than as an
act. In view of this last point a crucial characteristic of performance emerges: it is governed
by a performative way of thinking - characterized by a time corresponding to the time of
the piece — as opposed to a projectual way of thinking — in which the time of the project
differs from the time of the work. The problem of performance time, considered as central
to communication between performer and listener, will be tackled in the third part of this

thesis.
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Chapter 3: Music theory and performance
As Joseph Straus has affirmed, undoubtedly “(p)rolongation is an idea of extraordinary
power” (1987, p.1) . Although many of its supporters affirm that the concept itself comes
from compositional problems and techniques, systematized by contrapuntal pedagogical
practices and performative realizations of the 17" century, undoubtedly its success in
contemporary theoretical thinking is related to current interests rooted in the performative
and compositional problems of the 19" century as much as in the epistemological basis of
the musicological discipline of the 20" century. These matters contain topics about unity of
composition, temporal integration of sequences of events in music comprehension,
strategies of musical unification during performance, attribution of deepness to music,
notion of hierarchy referred to general human cognition, and intersections between music
and language, among others. In this chapter the concept of prolongation is presented
according to the theoretical perspective from which it will be considered throughout the
thesis. Since an exhaustive theoretical discussion would exceed the scope of this work,
only some ways of understanding prolongational structure of music in current musicology

are presented; then the its psychological and performative appeal are discussed.

3.1 What is prolongation?

Prolongation refers to the function through which a tonal event remains active
(understanding the activity as the capacity of such event to delimit and modify the
conditions for which another sound is considered more or less stable) in its context, even
when other notes can be actually sounding (Cadwallader and Gagné 1998). In figure 3.1.a

it is possible to establish that the a* (quavers)® of the third and fourth beat of bar 1 are

! Registral designation system: c* is the central C
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Figure 3.1. Beethoven’s Sonatina Kinsky-Halm Anh. 5. bars 1-5. a: original; b and c:
reductions

responsible for the g* eighth note and b* eighth note (of the weak parts of those beats)
being relatively unstable. That is why it is said that those notes are expanding and
embellishing the a*. However, in essence they do not interrupt the global form of the
melody that links first g* to a* and, finally to g*, from measure 2. Therefore, the g as much
as the b both represent the a in the instance when this note is physically absent, and
consequently they prolong it. Nevertheless, the extent of this representation, as well as the
nature and goal of this ‘keeping active’, varies according to the point examined. Within the
background of Schenkerian theory (Schenker 1935), the word prolongation refers to
“compose” (as a process), while in the work of Lerdahl and Jackendoff (1983), it refers to a
particular type of elaboration that represents either literal repetition or functional sameness

quality very close to the event in elaboration (Lerdahl 2001, p.15).
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However, prolongation also refers to the structure constituted precisely by the notes
that act as embellishments. This way, it is not strange to say, “the g* eighth note is a

prolongation of a™”.

From the notion of prolongation itself the idea of hierarchy emerges: a prolonged
note embodies a hierarchical level higher than its prolongation. In figure 3.1.a, a* exhibits a
higher hierarchy than g and b. The establishment of different degrees of structural
importance for the notes causes a structural association of notes that are not immediately
adjacent and are therefore not linked by contiguity but by the parity of their rank
(Cadwallader and Gagné 1998). Thus, the a* appears structurally associated to the initial g*
half note and to the g* of measure 2. By virtue of this structural association, g —a — g,
constitutes a new structural level. Moreover we can start to distinguish a level, where the
notes are related by their adjacency relation, note-by-note, called the music surface: this
level (more reduced because it has less notes) is occupied by the notes among which a
relation can be established not by adjacency, but by structural association of its hierarchy

ranks (Cadwallader and Gagné 1998).

The way of representing, of making explicit the hierarchical relationships between

notes, is called reduction (i.e. figure 3.1b is the reduction of example 3.1a).

Initially, example 3.1c introduces the idea so that these processes can be understood
as recursive. For the moment, recursivity will be here presented as showing that the
process’s result (of prolongation or of reduction) sets up a state of events in which the
same process can be applied. Example 3.1c is the reduction of the reduction 3.1b, therefore
it is also a reduction of 3.1a (although more abstract, more reduced). Music theory
approaches (generally linked to music analysis issues) that use reduction as a

representational device have been generically called reductional models. All the
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reductional models make use of the prolongation concept (or similar). However, they refer
to different properties and functioning modes of the music structure, and, because of that,

prolongation entails in each one of them different epistemological status.

Among several reductional procedures, there are some models which have reached
a high degree of formalization. Although, for reasons that will be deeper discussed further
ahead (p. 84 and ff), we shall work from the model of H. Schenker (1935), which openly
ties the prolongational issues to the voice leading aspect of the musical structure, some of
these models deserve a careful examination. As a comprehensive survey of them amply
exceeds the scope of this thesis, and since they are suitably treated in musicological
literature, only a brief review of three of them, is included in an appendix (see Appendix ).
Readers not familiarized with that literature are invited to read it. The appendix includes a
succinct glance at some literature that approaches prolongation in relation to. (i) voice
leading (represented by the Schenker and his followers’ ideas); (ii) generativity (from the
Lerdahl and Jackendoff [1983] work and further developments), and (iii) melodic
expectation (from the work of Meyer [1973] and Narmour [1977, 1990]). They share a
number of characteristics, but also disagree with regard to many important issues, both

epistemological and methodological.

The different prolongational approaches have also had different repercussions on
performance studies. When investigating the causes of this disparity one faces some
epistemological questions: what the prolongation is as knowledge object? And, from where

is it possible to approach this knowledge object?

In the following section different opinions about tonal music’s prolongational
structure as knowledge object will be reviewed. These will lead us inevitably to a

discussion about the psychological nature of the theories that model it. At the end of the
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chapter the main problems of performance that could be related to knowing prolongational
structure are characterized. The aim of this discussion is, first of all to show the reader the
state of the art by which the prolongational structure as it was described by Schenker has
been more appealing as an epistemological foundation for the music performance realm,
and, as a consequence, why that theory was taken as the departure point for the route

followed in this thesis.

3.2 Prolongational structure and cognition

Although the perceptual nature of music is sufficiently acclaimed, musicology has not
always approached the exegesis of music in experiential terms. In fact, many ways to
analyse music, as well as the descriptions of many musical structural components, have
been based on considerations that are independent of the listener’s experience. On the
contrary, theoretical formulations of prolongation are enunciated in experiential terms.
Nevertheless, the extent of such experience is very variable according to the angle from

which it is considered.

In this section we will examine to what psychology Schenker’s original postulates
ascribe, and how the successive discussions of prolongational issues, both in tonal music
and in their extensions to non tonal music, tended to decontextualize it of its intellectual
background, trying to understand it in terms of the dominant psychological paradigms in
those given contexts. The reader will be able to associate this discussion about the
historical trajectory of the relation between psychology and musicology concerning
prolongational topics with that developed in the previous chapter concerning performative

problems.
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3.2.1 Schenker and the psychologism of music theory

For Schenker, music theory was a psychological theory that aimed at elucidating musical
experience. From his first writings, Schenker showed an explicit psychological inclination.
The psychology of the harmonic progressions and all that is psychologically effective in
counterpoint, are just some of his pleas in defence of a psychological dimension of music

theory.

It is not then by chance that the Schenkerian theory has been so attractive for many
psychological perspectives on music (Bigand, 1994, Serafine, 1988, Sloboda 1985, Lerdahl
and Jackendoff 1983, Deutsch and Feroe 1981). Cognitive music psychology saw in it a
solid epistemological base to turn from being a set of isolated studies on perceptual
phenomena related to extremely simple sonorous relations, into a discipline based on a
theory of the experience of tonal music in all its complexity. Besides, it is connected with
the intent of cognitive music psychology to take the formal descriptions of music theory as
bases for explaining the cognitive processes involved in producing or receiving music
(Krumhansl 1990). Thus, it would seem that psychology had looked for music theory
(Krumhansl 1995). Nevertheless, in honour to the truth, it was music theory that was
intending to go after psychology long before. Although it is clear that the preoccupation of
Schenker was not in itself psychological but aesthetic, Schenkerian psychologism should
be understood as part of the process by which aesthetics looked for psychology. Following
the idea of Castro, Pizarroso and Morgade (2005), we could say that the work of Schenker
is in “the theoretical transition of the aesthetic metaphysics of the later 18" and early 19"
century to the psychological aesthetics that is postulated in the middle of 19" century and
that, in many aspects, remains currently in effect” (p.197). In this way positivism and post-
Kantian phenomenological psychology changed its old “categories of spirit” for new

“categories of nature”, without abandoning the philosophical speculation, but looking,
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through measurement and observation, for indicators of human behaviour. The aesthetic
fact is projected to an empirical and analysable domain. For the phenomenological
perspective of that psychology, the art work is the object of such analysis. Schenker
followed this way of thinking, pursuing psychology from aesthetic motivations. We
propose that in this sense he contributed to the creation of a psychology of music, trying to
provide an explanation of certain mental functions (or better said of “the psychological
musical function”) from the examination and measurement of the musical piece. The
nature of the piece’s structure, as an object that is outside the subject, guarantees an
objectively reliable substratum for the measurement. The Ursatz and its transformations
operate in the psychologicist Schenkerian system as measuring tools of the musical work.
It is possible to affirm that, in that sense (and only in that sense), the proposal of Schenker
is almost seminal in a line whose pinnacle is the work of Lerdahl and Jackendoff (1983).
However, the relation between the Schenkerian psychologism and the musical approach of

the classical cognitive science ends here.

Nevertheless, the Schenkerian programme itself is probably the one that gave rise
to the cognitivist chimera: “If music exists as an organic creation, we should be able to
perceive it (Schenker 1935, p.106) In the analysis of the art work, the psychology of the
later 19™ century was conditioned by two positivist assumptions: empiricism and
comparativism. Both assumptions can be traced in the work of Schenker. The first
assumption is seen in the naturalist preconceptions that penetrate the notions of
hierarchical structure, organic form and acoustic principles in the development of the triad
as the horizontalization of the natural series of overtones. The description of pitch structure
in terms of an organic force that provides music with a sense of direction in its temporal
unfolding of its underlying structure is a concrete manifestation of such a naturalistic

conception. The second supposition has to do with the comparativist and classificatory
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perspective of the arts. Firstly, Schenker applied a sort of psychogenetic criterion when
proposing that his model of underlying structure obeys not the music of a certain musical
culture, but the pinnacle of the western music, to the ultimate goal in western music’s
evolution. The entire body of Schenker’s work is consistent with the ethnocentric view that
sees tonality and, in particular, deep tonal structure as the final goal of the History of
Music. This ethnocentric perspective, that Schenker’s cultural context allowed him to
express without consideration, pervades certain more recent positivist approaches,
although the current cultural context forces them to pronounce it more modestly (see
Lerdahl 1988a). As a result of the allegiance of the Schenkerian programme to this
psychologism of that epoch, some type of perceptible commitment had to exist. What
Schenker could say in psychogenetic terms could also be expressed in terms of perceptible
functions. In other words, if what it constitutes the essence and the glory of the art of the
West, the summit of the artistic creation, the manifestation of the genius, etc. comprises the
musical work, therefore it must be perceived and not the opposite way (like a given

attribute is perceivable, then it is possible to say that it is part of the work.)

For historical reasons of intellectual and epistemological affinity it would be
possible to talk, at least, about two levels at which cognitive psychology may be related to
the very notion of prolongational structure: prolongation as perceptual representation and

prolongation as conceptual representation.

3.2.2 Prolongational structure as perceptual representation
Schenker’s followers in USA kept his perceptualist rhetoric without noticing that the
English speaking epistemic context of the decade of 1960s was different from the German
speaking one of the 1920s. Salzer and Schachter (1969) use for example expressions like

“the ear interprets...(the prolongation)” (p.119) almost simultaneously with others like “the
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ear perceives ....” (p. 123), or “the ear connects....” (p.135). But the context in which these
expressions are said implies an understanding of prolongation as an attribute of musical
structure susceptible to be captured by perception, and therefore of being psychologically
studied in terms of percept. Salzer’s endeavour (1962) is related to the tradition of ear
training. It could be said then that Salzer speculated whether the prolongation can be

listened to in structural terms and be labelled, as an interval or a chord can be.

In the same line, more recently, Cadwallader and Gagné (1998) set the perceptual
extent of prolongational structure: “[Y]ou will learn how to evaluate a musical context

based on your hearing and perception of all aspects of that context” (p.4).

Following the ear training tradition, Larson (1997) proposes a listening modality
that abandons the objectivism of classical cognitive science to enlist himself in the stream
of the experiential realism that links perceptual experiences and the development of the
metaphorical thought (see Martinez 2005). He considers that to hear prolongation implies
imputing relevance to the association between the events pertaining to a certain level.
According to this, an associative hearing is activated in which the perceptively based
processes of sameness, similarity and successorship have an important role. Prolongation
results from transformations that turn the notes at a given level into notes at another level,
and, in order for those transformations to be understood, they create similarity by
preserving sameness in some elements and introducing differences through operations on
the pitch patterns, based on identity and successorship. Prolongation, structural hearing,
contextual stability, melodic forces, melodic continuity, and tonal induction and

determination are components of the model (see appendix 1) that are interrelated.

From Larson’s perspective, to develop the ability to listen to prolongations means

to operate with the displacement of traces in increasingly greater referential contexts than
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constitute the different levels of musical structure. For this reason, he differentiates the
psychological status of prolongation according to the structural level at which it is
operating: at the deepest levels prolongation appears more as a merely intellectual process
than as a perceptual process. In certain ways this idea becomes related to the Jackendoff’s
assertion (1983) that when we imagine music, some components of that representation are

perceptual and others are intentional (see further ahead p. 69-71).

3.2.3 Prolongational structure as conceptual representation

The psychological subject of the Schenkerian approach is ambiguous. Unguestionably,
many passages of Schenker’s work allow thinking about a hermetic thought, in which the
exposed knowledge is not accessible except, only, to certain spirits that can approach it.
The analyst or musicologist (and quite often the performer) is the psychological subject
present in the thoughts of Schenker and his followers in North America rather than the
experienced listener, as Lerdahl and Jackendoff (1983) propose. From this perspective
more than as a perceptual representation, the notion of prolongation is raised in
psychological terms as a conceptual representation. For example, Salzer (1962) sees some
processes of deduction and induction implied in his complex notion of structural hearing.
Rather than a perceptual modality, structural hearing is a mode of thinking. In this context,
to listen to prolongation implies, on the one hand, a deductive process by which the
orientation of the global direction of the musical work is determined. Deduction is shown
in the successive representations that are displayed in the graphs of voice leading and
which follow a deductive route of successive eliminations of prolongational elements.
Thus, the student (analyst) arrives by deduction to the deep structure of the piece. But, on
the other hand, the nature of such reduced elements is manifested through “the more

important of the processes of structural hearing, the process of induction” (Salzer 1962; p.
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207). Salzer proposes that a student will have learned to listen in structural terms when he
can induce the prolongation from its structure. Therefore, being more a conceptual than a
perceptual training, Salzer’s basic pedagogical strategy is the explanation of the voice
leading graphs instead of techniques that directly involve the perceptual input. Thus,
structural hearing is understood as the result both of the demonstration of the existence of
a deep structure and prolongation, and an entire repertoire of their complex relations, and

of the way in which such relations contribute to the musical work’s coherence.

Close to this perspective is the point of view of Meyer (1973), who proposes that
implicative relations (on which the prolongational structure in his system depends - see
appendix 1) are understood through inferences that the listener makes. Although Meyer
speaks of inferences, the description of the process that he offers in most of the provided
examples clearly alludes to deductive reasoning. Nevertheless, it would seem that the
extent of the concept of mind and thought put into play is greater than that offered by
classical cognitive psychology: for Meyer, the understanding of such relations in addition

to those cognitive processes also involves some corporal and kinetic aspects.

The key thinking process involves a mind operating both with the transformations
that make the surface events abstract, and including these abstracted events in the
reductions that represent the deepest levels. In order to understand prolongation it is
necessary to understand how a certain event was transformed itself such that it became
abstract (Larson 1997). An event is promoted to a deeper hierarchical level when the mind
can retain the transformational operation that justifies that promotion. Music theory offers
in strict counterpoint a system that can give an account of the nature of those

transformational operations in terms of mental (conceptual) representations.
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Near this idea is a notion originally enunciated by Schenker and more recently
revisited by other authors: Mental retention. Cadwallader and Gagné (1998) used this
expression to explain a precise phenomenon. In example 3.2 the g° of bar 1 is observed as
maintaining its activity throughout 4 bars at the end of which it is connected with the f°.
The activity of the inner voices throughout these 4 bars preserves the concept of higher
hierarchy of the first note. In other words, the note’s structural ranking is retained, that is
to say, the manipulation of the mental object constructed by symbols and representations of
the reality, not the physical object in itself. Thus, if the note is to be retained in their
activity, such a note must firstly be conceptualized as hierarchically more important. Only
by demonstrating that hierarchical status is the note retained in memory, and can maintain
its activity. The mental retention generates tension between activity (of which it continues
passing in the musical discourse) and immobility (of the retained note). This tension

generates forces that can be thought as the responsible for the prolongation’s cohesion.

According to DeBellis (2003) mental retention implies in the first place a pre-
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Figure 3.2. Mental Retention in the Haydn Piano Sonata Hob XVI1/35, I, bars 1-8 with
analytical interpretation according to Cadwallader and Gagné (1998) p. 112
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reflective instance necessary to discover what note must be retained. That discovery is
brought to consciousness by the reflection that allows the mental configuration of
prolongation. When this is already formed, then that first discovery (that had been the

effect of a reflection) is considered as “intuitively natural” (p.584).

For Schenkerian theory, prolongation fundamentally represents a coherence bond.
In this case, to understand the prolongational structure is to interpret those bonds. The way
in which the coherence is interpreted cannot obey a code. On the contrary, as the
prolongational structure is the result of the synthesis of harmonic and contrapuntal forces
that operate in divergent directions and generate conflicts and contradictions, to interpret
the coherence that emerges from this structure depends on the previous (implicit)
knowledge, a body of preconceptions and assumptions on which perception is organized.
The prolongation at a certain level is susceptible of being understood clearly and

coherently if the reality of the following level justifies it (Schachter 1999).

From this perspective, the prolongational structure could be understood in
psychological terms, oscillating between the search of perceptual empirical bases and the

exercise of heuristic, introspective and conceptual insights (Blasius 1996).

As has often been remarked, the classical psychological perspective has had serious
conflicts with the Schenkerian program (the GTTM of Lerdahl and Jackendoff it is perhaps
an effort to mediate in this conflict). Therefore, before exploring other psychological
ramifications, the next section discusses more deeply the extent of the Schenkerian

psychologism, in order to evaluate better its impact in performance and communication.
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3.2.4 Schenker and cognitive science: A controversial relation
3.2.4.1 The attributionist perspective

In a very simplistic way, there is some affinity between the Schenkerian and the
Chomskian rhetorical resources that encourages some kind of attempt of to compare both
intellectual endeavours (Narmour 1977). The notion of deep structure, the hierarchical
organization of structural levels, and the reduction concept are only some of these
affinities. Nevertheless, any hurried comparison can be risky (Sloboda 1985). One risk
consists of considering both theoretical corpuses as epistemologically equivalent.
According to Keiler (1978a) this can lead musicology (in particular music analysis) to
adopt an empiricist bias (which is both epistemologically and ideologically supported on
numerous empirical undertakings in the music psychology realm; see appendix Il) that is
strange to it. Nevertheless, the opposite is also possible: the fact that that musicology had
adopted an empiricist bias with the purpose of settling comfortably in the academic scope.
In order to reach that aim, it was very important that musicology draws on compatible

theoretical frames coming from other disciplines.

The second risk consists of understanding the reach of certain concepts of a theory
in terms of the other. Sloboda (1985) supposes that Schenker considered the ability to form
underlying abstract representations as an inexorable support of the listener’s behaviour
(p.11). Undoubtedly this is a cognitivist attribution: Schenker’s real preoccupation about
human behaviour is, in general, very limited. His idea of ability is more associable to the
romantic concept of gift than to the cognitivist concept of competence (Keiler 1978a). On
the other hand, Schenker’s idea of representation is also far distant from the idea of
representation in terms of cognitive psychology. The voice leading graphs, unlike the tree
graphs, cannot be understood as computational representations. On the contrary, they are

like meta-linguistic undertakings (Keiler 1978b). Further ahead, Sloboda (1985) states that
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“Schenker would wish to claim that, at a deep level, all good musical compositions have
the same type of structure, and that this structure reveals to us something about the nature
of musical intuition” (p. 12). Indeed, Schenker thought that good compositions were based
on the Ursatz as a primary fundamental structure. Nevertheless, it is difficult to think of
Schenker inferring aspects of the nature of the musical intuition from the structure of the
deep levels of the composition. For Schenker, Ursatz is an a priori configuration and its
knowledge is not intuitive but, on the contrary, it is the result of a development, the goal of

a directed effort, or, as a last resort, a quality of genius.

Even the comparison for verifying differences between both theoretical systems
may be noticeably attributionist. For example, Sloboda (1985) argues that: (i) unlike the
Chomskian system, the Schenkerian one is an analytical and non generative system; (ii)
Ursatz is discovered through recursive reductions of the musical surface, and unlike the
Chomskian deep structure, that cannot be understood as a linguistic expression,
Schenkerian deep structure may be appreciated in that way. Undoubtedly, Sloboda is right
when he says that the Schenkerian system is not generative in the Chomskian sense of the
term. The Schenkerian system does not fulfil the restriction of immediate constituency
(although Martinez (2002) demonstrated the constituent nature of prolongation, their
findings could only be applied to a basic level of the prolongational structure). In this way,
Schenker’s theory cannot give rise to a grammar, although in many ways it has the
appearance of one. Nevertheless, both the notion of discovery and recursivity that is so
strongly used by neo-Schenkerian theorists is frankly debatable from an attentive reading
of Schenker’s mature work. Der freie Satz is in fact an inventory of features proper to each
level of the structure. If Schenker took upon himself the work of describing the
background, the middleground and the foreground in such a detailed way, and if in those

descriptions he established certain differences between internal levels, it is because the
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structure of each one of these levels is conceived as a different organization, and having a
substantially different genesis. Therefore, the processes involved in Schenkerian analysis
cannot be understood as recursive, in the terms of current cognitive science. Schenker has
questioned himself the use of the term “repetition” to describe to the movement of
“transformation level to transformation level” (1935, p. 18). The computational notion of
recursivity better adapts itself to the reduction process (from the surface towards the deep
structure). On the contrary, Schenker proceeded from background through successive
transformations that give rise to varied configurations in the different intermediate levels,
to reaching foreground. Therefore we suggest thinking about abduction rather than about
discovery (as it is seen from p. 73) that adapts itself better to the notion of circularity of the
discovery procedures that Keiler mentions (1978b). In addition, even going from the
foreground toward the background, it is uncertain that we are able to understand the
successive reductions, including an Ursatz, as musical statements. In principle, the deepest
levels are clearly abstractions that avoid both rhythm and metre, and by this reason they are
removed from the most typical temporal musical quality, and are therefore not possible to
be understood as musical statements. As indicated above, the voice leading graphs are
meta-linguistic expressions. Their purpose is to explain the voice leading functioning and
the pitch component of music, such that they cannot be considered linguistically
admissible as statements.
3.2.4.2 Beyond the attributions: The psychologicist context of
Schenkerian aesthetics
Worthwhile arguments exist for considering the psychological interpretation above
discussed as naive. While certain empirical evidence seems to support some of those
precepts, another body of evidence shows that the psychological principles that rise from

the Schenkerian theory should not be understood in strictly cognitive terms (Cook 1987b).
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The hypothesis about a hierarchical hearing brought until its last consequences, the Ursatz,
does not seem to fit within the intuitions of the experienced listener, who is intended to be
modelled by cognitive musical science. In this case, what is the extent of Schenkerian
psychologism? What aspects of musical listening does the theory suppose to model? The
reach of the psychological in Schenker “has to do with how things are experienced in
particular musical contexts, and not with the physical or formal properties of those things
considered in isolation.” (Cook, 1987a; p.54). As Blasius (1996) argues, the application of
the psychologicist rhetoric to the field of musicology from 19" century should be
understood rather as a convention to refer the metacognitive study (that according to the
author refers to aesthetic problems) than to the cognitive (or pragmatic) musical problem.
In this way the preoccupation is centred in “the critical examination of the psychic
correlate of internal musical affect.” (p.5). Considered in this way, an important
psychologicist contribution of the Schenkerian theory has to do with graphically
demonstrating certain intuitions about the differential experience of the events according to

the context, often tied to the formal organization of music (Cook 1987a).

This has to do with a sort of psychology of totality, but with a strong idealistic
foundation. For that reason, the idea of this psychology of totality does not have to be
misinterpreted. As Blasius (1996) warns, it is not a reference to the school of Gestalt:
“Schenker’s psychology (...)is fundamentally introspective, concerned with describing the
experiential content of the passage, whereas the psychology of Koffka or Wertheimer is
fundamentally distrustful of introspection” (p.34). In this case, it is about a totality
dynamized by the organicist slant of its descriptions and the phenomenological orientation
of its method. Indeed, as exponent of the German romantic organicism (whose greater
exponents can be seen in Goethe and von Humboldt (Keiler 1978b)), such organic totality

implies its own possibilities of transformation. On the whole it is a mature organism
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subject to metamorphosis, and changes and transformations must exactly be understood as
metamorphosis, rather than as computational operations. Then, from the point of view of
an introspective psychology worried about the experience as individual and significant,

how could prolongation be characterized?

3.2.5 Prolongation as intention

One of the basic precepts of the hierarchical prolongational theories argues that at
progressively deeper levels the structure appears more and more organic, coherent, and
organized like a whole, moving away from the complexity, variability, eclecticism, even
disorder of its surface level appearance. Consequently, it is sensible to understand those
underlying levels as intentionalities, that is, a kind of representation or mental state tied to
things or states of the world to be realized (as a desire or state that such reality would have
to accomplish) (Proust 1998). In general these intentionalities may be bound to

propositions (propositional attitudes) or actions and/or perceptual states (Richard 1997).

In this sense, there is abundant evidence in the literature on prolongational theories
of a tendency to attribute mental states to the described musical structures. One reads about
“the desire of the note to reach the goal”, or that “the leading note looks for the resolution”,
or the “natural egoism of the notes” etc. (Snarrenberg 1994). This goes far beyond a
metaphorical usage of the academic language. It is clearly related to the “epistemic
propensity to confuse the known object with the subject that knows it” (Riviere 1991, p.43).

This epistemological position appears clearly in Harmonielehre (Schenker 1906).

According to Fink (1999), in prolongational reduction the conceptual representation
opens a door to the derivation of the most superficial levels from background. But a
different reductional operating force also exists in which the conceptual component is not

so strong. For Fink, this is related to the intentionality that the listener exerts on certain
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salient notes (i.e. notes in a linear progression), by which “linear dramas or ‘mechanisms
of desire’ which ignore the intervening music” are traced. In this way, intentionalities are

compatible with the tendency to “link up the high points of musical experience” (p.107)

In this way, the depth - surface models explain how a listener’s necessity is
satisfied. The interdependence of events is not the result of systems of generation or
transformational laws, but of an inherent interest to link certain distant events in the time

with no need to explain the nature of the subordination of the events that link them.

In this way Larson (1997) considers that the experience of prolongation acquires
meaning according to the way in which listeners assert their will to the musical stimulus.
This is the base of the didactic approach of Salzer’s Structural Hearing (1962), which is
patiently and methodically developed, until it is imposed on the listener. The strength of
the musical forces not only depends on musical structure, as this is shown on the score, but
also on the listener’s creative interventions. These creative interventions confer on the
listener an active role in the structuring of the work. Interestingly, as Fink indicates, this
role is related to the cohesion of the musical work in dramatic terms, which is extremely

appealing to music performance.

Prolongation, viewed as staging for dramatic action, also carries us back to the
tension-relaxation topic. But here, these terms are taken not in the static and abstract sense
according to which the stability conditions of each note are fixed by hierarchical structures
stored in the listener’s long term memory (Lerdahl and Jackendoff 1983, Krumhansl, 1990,
Lerdahl 2001), and which are activated during the mental reconstruction of the work. On
the contrary, the tension-relaxation notion is presented here by the way in which each
event projects itself towards future in the specific time of the musical work. The salient

events give rise to a particular configuration of the musical work’s time. In this context,

70



prolongation emerges from the way in which the listener intentionally fills in the temporal
interval that is opened between those salient events. Thus, prolongation configures the time
representation of the composition (Imberty 1992). According to this perspective, the
prolongational structure captures those structural aspects by which the salient events of the
piece are linked to each other (for example the relational conditions to be “higher than...”
or “louder than...” filling the psychological temporal space that separates one salient event
from another one). Thus, the prolongational structure is a subjective projection of relations
existing in the course of music. Such projection is directed to perceptual goals or, in
Imberty’s (1992) terms, points of perceptive condensation. When the goal is reached, the
understanding of the work takes place by means of the understanding of tension and
balance relationships. From this point of view, prolongation is not be simply a “quality” of
the musical structure, but rather a behaviour or a sequence of (psychological) facts that

confirm a hypothesis.

It is possible affirm that this notion of the subject’s active intervention is intimately
related to the genesis of the Schenkerian programme. As already mentioned, the
Schenkerian psychologism emerges from an aesthetic preoccupation. The psychologists of
the 19™ century believed in the active and synthetic role of the will to put together
expressivity and judgment and finally to reach aesthetic enjoyment. The psychological
tendency of the 19" century outlines a governing principle which was able to put in order
the experiential chaos transmitted by the senses or, in another perspective, to unravel or to
catch the inherent harmony of nature (Castro et al. 2005). The affinity of this psychology

with the Schenker’s ideas is evident.

In synthesis, the perspective of the prolongational structure as a subjective

projection of the will on the set of salient events of the composition is congruent with the
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Schenkerian formulation of prolongational theory and with the problems of configuration
of the musical time and dramatic representation of the musical work that, as we will see in
the following chapters, are crucial to understanding the communicational power of music

performance.

3.2.6 Prolongation as sign

Prolongation can also be understood as a sign. As it was early proposed by Saint
Augustine, “a sign is something that, besides the species embraced by the senses, makes
another thing go by itself to the thought.” (quoted by Todorov 1972, p.121). Thus a sign
has two specific faculties: it is sensitive, and displays the absence of something (Todorov
1972). In this way, this notion is compatible with the very definition of prolongation.
Larson (1997) explained the idea of listening to prolongation as a process of meaning in
which a sound is listened in terms of another. In this way, for Larson, processes of
semiosis are included in the scope of the perceptual domain. The thinking related to
prolongational analysis is associated with what takes part in the processes of semiosis that

complement the purely perceptual processes (Cross 1998).

In a certain sense, all of Schenker’s intellectual endeavour could be understood as
an immense symbolic device by he examines many of his aesthetic preoccupations through
the description of an ideal listener’s intuitions (projected in the composer’s genius). This
symbolic device is built as a meta-language of high impact in musicology. For example,
reduction is an heuristic built as a conventional symbolic system. The use of counterpoint
in the exegesis of the organic coherence of the tonal composition is, in fact, a sign

attribution (Blasius 1996).
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3.2.6.1 Prolongation and interpretation

As Cook (1990) has argued, the prolongational structure of tonal music is a reified
abstraction. This is, something that does not have real existence, an intellectual device that
serves to generate a coherent body of arguments that are used for explaining manifest
musical phenomena. In this way, the emphasis should not be put on the device itself but on
the resultant explanation. For Schenkerian theory, the observable phenomenon is the
musical piece’s tonal coherence as an organic whole, and prolongational structure is an
intellectual device used to investigate and to explain that coherence. Therefore, it is an
imaginative construction that should be interpreted not as a literal description of the
experience but as metaphor of the work itself. From this perspective, the listener’s
experience must imply processes more sophisticated than matching up complex structural
patterns of the stimuli with the listener’s descriptions (implicit or explicit knowledge) of
the musical structure and which are activated before the presence of these patterns. In other

words: to experience prolongation should be an interpretative act.

Thus, the subject of this experience is not an ideal listener but an ideal interpreter.
However, it is necessary to discuss whether to speak of interpretation is useful for
characterizing the way in which the prolongational structure can be experienced. At this

point, at least three topics need to be dealt with.

In the first place, understanding interpretation in a very general way, i.e. as a
process of meaning assignment, it is necessary to see how the meaning’s characteristics
affect the process itself. Taking Larson’s idea that we can speak about listening to the
prolongation as a form of to listen to x like y, we can establish a link between two domains,
domain x and domain y (Zbikowski 2002). In essence, the domain x is a physical domain

(i.e. sounds, the notes that configure the musical surface). For Eco (1990) we may have
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two different kinds of bonds between domains, depending on the nature of the domainy: a
semantic or semiosic bond in which the domain y can present a very varied nature
according to the listener’s intention, and a critical or semiotic bond, in which the domain y
is expressed in technical terms proper to music theory. Cook (1990) expressed a
compatible idea when differentiating a musical from musicological listening. Also very
near this conception is Jiranek’s (1992) notion of meaning by connotation and meaning by
association. Whereas association defines a subjective correspondence between domains,
connotation defines a causal correspondence (controlled by an objective rule). The former

is related to hermeneutics, while the later is linked to traditional analytic methods.

The semiosic-semiotic dichotomy allows glimpsing different but compatible
interpretational levels. Throughout this thesis it will be tried to demonstrate that it is
possible to identify the role that music performance plays in the semiosic interpretation of
the musical prolongational structure on the part of listeners. For this reason, one of the

aims of the first set of experiments reported here was to explore the nature of the domainy.

In the second place, the process of interpretation cannot be simplified as a matter of
decoding. Purroy Chicot (1992) suggested the possibility of understanding the
prolongational structure in semiotic terms as emerging from an abductive process.
According to Charles S. Peirce, abduction is a particular case of synthetic inference “in
which we found a circumstance very peculiar that could be explained by the supposition of
which it is the specific case of a general rule, and, therefore, we adopted this supposition”
(quoted by Eco 1990, p.207). In that sense abduction is proposed as a sort of “discovery
logic”. Briefly, abductive reasoning is the mechanism by which a rule is hypothesized from
partial evidence, and the reasoning is built on the basis of both that hypothetical rule and

that partial evidence. Abduction emerges from a circumstantial hypothesis provoked by a
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surprising component of that same circumstance. For Peirce, every scientific investigation,
every insight and even every perceptual judgment could be considered ultimately as a
means of abduction (Kim n. d.). In addition, abduction is the creative opening that has the
interpretative process, by means of which, the subject extends its freedom to find

verisimilitude in which is otherwise (inductively or deductive) inexplicable.

An epistemic community shares abductive habits, that is to say, habits by which
rules are provoked that allow the members of this community to communicate to each
other. This form of reasoning and communication is in the core of the Schenkerian
epistemology represented in the graphic demonstrations of the deep structural levels. In
them prolongation appears as the evidence that provokes a rule, and indeed that founds it.
This idea, as we can see, is very near Larson’s view (1997), according to which the notes’
stability are defined themselves according to how the notes themselves behave as
prolongation. In this case, “behaving as prolongation” is the immediate evidence that

provokes the rule that establishes the contextual stability of the note.

The idea of taking immediate evidence to elaborate the reasoning takes part of the
modus operandi of the Schenkerian analysis. This was the intended meaning by Schachter
(1999) when saying that “without some sense of background, one can’t begin to
understand the foreground (...and) also needs to understand the foreground to make sense

of the background” (p.198).

Finally, the third aspect refers to the relationship between aesthetic experience and
reasoning. Although Schenker’s aesthetic conception is very distant from Peircian
pragmatism, it is possible to say that his epistemological position before aesthetics has
related points? It has been indicated that the Schenker’s preoccupation is aesthetic. For this

reason he is concerned about the distinctiveness of the great musical art works, rather than
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in generalities about ways of listening to tonal music. Nevertheless, both his psychologicist
rhetoric and his methodological approach implicitly espouse a search for universal laws
about the behaviour of the music’s tonal component. For Pierce, aesthetics implies a
reasoning form that put together induction and deduction, looking for laws in the particular
and the dependence of the particular in such laws. For him, aesthetic experience is a
formalization that comes from individual perceptions and the individual event, starting
from general laws (Kim n.d.). Schenker, like Pierce, connects the aesthetic experience to

the act of reasoning, because he feels that aesthetic is bounded to governing laws.

These two psychological perspectives on prolongation (as intention and as sign)
share the fact that both require certain explicit activities of the listener (performer, analyst,
etc.) that involve both a subjective projection and the consideration of the context of
listening, in order that prolongation can be configured in the experience. This issue goes
beyond the classic perspective that considers the experience of prolongation as a
representation controlled by processes regulated by grammars according to strongly
formalized models (Chapter 4). The first empirical investigation on the role of
prolongational structure in communication of expressive performance that will be
attempted here is fundamentally based on this representational viewpoint, on the part both
of the performer and of the listener, although as will be seen, it is possible to advance
forward to more situated and pragmatic interpretations of the data. Nevertheless, in chapter
10, the empirical investigation will be more compatible to these two last ways to consider

prolongation from a psychological perspective.
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3.3 Prolongation and music performance: the performative
appeal of prolongation

Performers usually do not speak of prolongation, or Schenker, or even of structural levels.
Then, why do we speculate that the prolongational structure can play any role in
performance and in what is communicated through performance to the listener? The idea
of this section is to discuss in preliminary fashion how although performers do not often
speak about prolongational structure, they are aware of some problems that are related to

the issues that theoreticians discuss when speaking of prolongational theories.

Links between prolongational theories and music performance are frequently
present in the literature. It is well known that Schenker had a deep interest in performance
puzzles. In fact, it is possible that his theory, as it was developed throughout time, would
not have contributed to such an important extent if he had not been impelled by this strong
motivation for performance issues. As epistemologically transitional, the theory shows
compatible aspects both with the romantic and modern performer. The prolongational
structure may be a source of performative decisions, but the true bonds between structure

and performance are almost metaphysical (Schenker 1926, 1935; Rothstein 1995)

More recently, positivist doctrines of musical analysis for performance usually
consider the traits of the underlying voice leading as resources for performance.
Nevertheless, even for these approaches, the relationship between the prolongational
structure of tonal music and performance is very problematic (Berry 1989). Briefly, the
analysis of the underlying voice leading is something like “discovering the composition’s
soul”, and almost religiously it is accepted that this contact is good, although it is not

known how it settles down and in what sense it can be useful.
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For those who, as it was seen in the previous chapter, have reservations about
establishing a linear relation between analysis and performance (Schmalfeldt 1985,
Rothstein 1995) prolongational structure nevertheless continues to be central. But, moving

away from objectivism, they try to find new relationships between them.

This means that prolongational theory has a sort of magnetism as regards musical
performance. Some performative problems, all of them related to temporal nature of
performance, which as Schmalfeldt (1985) remarked is an important gap between analysis
and performance, seem to have some responsibility in this appeal. Next, three of them will

be discussed.

3.3.1 The problem of unity

The role of prolongation in the attribution of unity to the musical work seems crucial:
when musicologists want to give account of a composition’s unity, the analytical
descriptions of the prolongational structure would seem to be axiomatic (Cohn and
Dempster 1992). In performance, unity is a central problem. It is strongly related to the
problems of traversing the performance time by realizing sequences of actions that can be
understood like parts of a whole. The unity problem is not considered here as a theoretical
problem, as is usually the case, but as a pragmatic question of performative
accomplishment. Nevertheless, its consideration cannot also avoid some aesthetic matters.
As Schenker himself affirmed, unity may be seen as the value of a performance. In this
sense, it is a topic that has been varying throughout historical time. Bellman (2000)
investigated the performance indications that Chopin gave for repetitions and ritornelli (so
typical in his style), revealing that problem of unity does not exist as such in performance

(or at least it had other demands) during Romanticism. Nevertheless, this problem is
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definitively settled by period of Modernity. It is not infrequent to consider that one mission

of the performance is to show the composition’s unity (Cone 1968).

It can be said that prolongational structure, as a theoretical device, contributed to
the objectivist relationship between analysis and performance when facilitating an
analytical corpus that did not contradict the performance aesthetic objectives of unity.
Other analytical models would be working against this goal when providing a more
segmented perspective of the musical structure. The prolongational perspective tried to say
to the performer that to analyse is not to partition the work, but on the contrary, is to fasten
it together as a whole; and in that sense to analyse a piece seems to be related with playing

a piece (Rothstein 1995).

The problems of playing are doubtlessly strongly conditioned by the problems of
the musical surface, which often appears inhabited by contrasts, ruptures and
discontinuities. This raises the question of continuity, which is directly bound to the
performative restrictions derived from the instrumental technical-mechanical problems and
the need of maintaining the performance throughout the real time. For the performer, then,
to obtain continuity implies the ability to construct a whole under the pressures of those
restrictions. Therefore, it can be said that the question of continuity represents the
psychological, performative and operative side of the theoretical problem of unity. It
contributes to the notion of experiential unity, as opposed to a mere theoretical unity

(Maus 1999).

The idea of thinking about a sort of subordination of the musical surface (with the
inexorability of all its details in performance) to a simpler and inclusive underlying matrix,
is both psychological and methodologically very attractive, and serves to anchor the

performance of such contrasts, ruptures and discontinuities to the pillars of that underlying
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structure. In that sense, the analysis of the underlying structure can almost be used like an
instrumental technique, as a resource to obtain certain interpretative results. Furthermore,
in light of the restrictions imposed by the performance’s temporality, related to the
pressure of reviewing every detail of the surface and the complications that can be
provoked at the motor level in the course of the performance, the possibility of taking hold
of a representation that scaffolds the performance, revalues the analysis of the

prolongational structure as a technical-performative resource.

These restrictions are not only a property of music performance: all the
performative arts suffer from them. Thus, for example, in drama the problems of unity
have been considered extensively. If the problem of the unit seems to be, in this way, a
question of performance in general beyond the musical object in particular, is it sensible to
approach the problem of the unity in performance using a theoretical-analytical resource

that is specifically musical?

Contemporaneously with the development of Schenkerian theory, Stanislavsky
(1922) developed the concept of “connectors” in dramatic performance. According to this,
actors and actresses provide dramatic unity to their representation by identifying in the
course of the play points that tie to each other in an underlying way (analogous to the
points of perceptual condensation, mentioned by Imberty [1992]) from and between which
they can establish relationships and lead their “psychical energy”. Stanislavsky was
convinced that the best way to discover the intention of the dramaturge was in finding the
action’s thread of the work, and that the relations between the parts and the whole were
fundamental for such a conception (Magarshack 1968). In addition, Stanislavsky dared to
go beyond this regarding the psychological aspects of this technique: he understood the

ability of the actor to manage to hold the audience’s attention throughout the entire piece
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as of high priority, as the most accurate way to capture the spectator’s attention. Thus,
attention is a fundamental factor in the psychotechnique of Stanislavsky’s system, which
allows deriving the parts from the whole and, at the same time, guaranteeing the
performance’s continuity. The conception of unity of the piece that the performer has
seems to appear while attention is oriented, and also in the way in which this orientation
affects the expressive organization of the events throughout the time. The sense of unity,
referred here to experience, is not inherent to the work, but is subordinated to the
performer’s execution. Performer actions might manipulate musical features in order to

strength or to weaken the experience of unity.

3.3.2 The problem of directionality

References to motion are present in all musicological discourse; in particular, motion is a
core notion that is part of the prolongational theories. The voice leading concept itself is
alluding to a directed motion. Expressions like structural goal, melodic direction, etc. are a
common occurrence in theoretical writings. Jointly, the directionality idea regulates the
gradients of intensity, time, tuning, etc. in musical performance. At the same time, this
notion contributes to define the phrasing etc. determining units in articulated musical
speech, where the way of saying the musical discourse is organized in the course of
performance. From this perspective again, the analytical jargon is clearly tied to the
language used to characterize performance. In the same way, Schenkerian graphic analysis
devices, with their ties, bars, arrows and crossed lines, contribute to this notion of

directionality.

The idea of an underlying voice leading becomes a device that organizes
performative variables in relation to the passed time and the goal to reach. Performers use

to speak about “directional goals” concerning melodic, harmonic, rhythmic movements,
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etc. In other words they attribute intentionality to the musical structure. From this
perspective, to discover the underlying voice leading is analogous to discover the
intentions of the musical structure. The performer’s behaviour would be regulated by this

mentalist allegiance of the musical work.

The idea that notes go towards or pursue a goal is therefore compatible with many
performative strategies. These strategies can play an important role in relation to certain
important aspects of communication between performer and listener. The idea of intention
that performers may assign to music is comparable with the anthropomorphic allegiance
that listeners tend to express (Watt and Ash 1998). Certainly, according to Sloboda (1998),
to interpret music is to map onto the musical process not only the structural characteristics
of the piece, but all other characteristics that arise from the psychophysical context of the
musical fact. This mapping is neither associative nor iconic, but involves an abstract and

deep representation of such components.

This depth is related to the representation of dynamic aspects such as force, motion,
continuity, unity, etc., that is either entirely imaginary, or that finds a correspondence in
processes involved in music performance - such as motion. A possible consequence of this
abstraction can be the representation of those dynamic aspects in anthropomorphic terms

that give rise to the generation of moods or virtual characters.

In summary, the analysis of prolongational structure alludes to directionality
problems that are similar to the notion of directionality that allows the performer to
regulate the expressive gradients in the configuration of the performance’s phrasing. This
idea of directionality implies an attribution of intention whose representations are
compatible with anthropomorphic, kinetic and dynamic musical representations that the

listener can share with the performer.
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3.3.3 The problem of depth

Attributing intentions, shaping anthropomorphic, kinetic and dynamic representations are
ways of symbolizing music. In the building of musical symbolic thought, the notion of
surface-depth occupies an important place, contributing with two significant elements: on
the one hand the idea that something deep exists, providing cohesion and modelling the
experience; and on the other hand the intuition that there is something that must be

discovered.

Saying that music has depth and surface means that the components of the structure
are organized into different configurations, depending on whether all the elements (point
by point) of that component are considered, or as only some of then are considered
according to a given reason. For Fink (1999) it is not possible to verify objectively the
notion of depth. For that reason, the notion of depth is an idea that remains of symbolic
status. The value of the metaphor is associated with its utility for analytical technique.
Nevertheless, it is possible to think that the notion of depth has to do (as it will be seen in
chapters 9 and 10) with the temporal aspects of the musical experience. In other words, it is
possible to speak about a surface and a depth, because we have possibilities of

experiencing different temporalities in music.

Fink (1999) affirms that the dialectic depth-surface brings the implicit belief that all
great work of art has an organic quality that appears like a whole, like a totality. In other
words, the notion of depth allows us to explain and to understand the piece’s unity in the
diversity of the events that constitute it. Nevertheless, it is possible to refer to the notion of
depth in the terms of Sloboda (1998): it is not a depth which simplifies the diverse, that
become the unequal homogeneous, but is a depth that allows experiencing the musical

work beyond the evident, beyond the apparent notes, durations, and configurations.
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This is related to the idea that there is something to discover. We have seen that this
idea colonizes the mystic of the romantic performer, but also impels the search of
objectivity in the modern one. The idea of depth allows understanding the performer’s task
as the one of drawing veils, leaving manifest what is indeed present, although not still
evident. The performer is the one that can see that what is hidden and that also has the
power to exhibit it or not. We will see in the following chapters that this idea dominated

the scope of the studies of performance for decades.

3.3.4 Advantages of the Schenkerian approach concerning
performative issues

Although, both generative and melodic approaches - the GTTM (Lerdahl and Jackendoff
1983) and the IR (Meyer 1973, Narmour 1977, 1990, 1992) theories respectively (sketchily
described in Appendix 1) - explain prolongation, throughout this chapter we have focused
on the voice leading perspective, which is mainly represented by the work of Schenker.

The reasons for this are not only historical.

Some points of affinity between the prolongational structure and the practice of
performance have been indicated. In such affinity a tendency to consider prolongation not
only in classical terms (concept and percept) but also as intention and sign may be
observed. The inclination towards Schenkerian theory for undertaking the investigation on

communication in performance has to do with this.

In Schenkerian theory prolongation is understood as transformations of a deep
structure throughout a process that goes from it towards the musical surface. The
prolongational structure of GTTM, on the contrary, is not based on voice leading but is
derived from the musical surface through reductional process, with strong incidence of the

other structural components (metrical, grouping and time span reduction). For this reason
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segmentation is an almost inexorable operation in the attainment of this reductional
process. Unlike the prolongational approach based on voice leading, GTTM understands
the art work’s unity by including the notion of hierarchy concerning its temporal units in
the consideration of its other components also. The composition’s unity is understood from
the splitting of the musical surface. From the psychological point of view it turns out
counterintuitive to use it as a technical-performative tool, as was proposed in this chapter.
The very concept of hierarchy in Schenkerian theory is more useful for configuring
performance that the one of GTTM since the former does not depend on the strict relation
of dominance - subordination of each sound (see appendix I). This allows seeing, as it was
explained above (p. 69) prolongation as intention, characterizations that do not fit with

GTTM.

Compared with the notion of prolongation provided by the IR model, the
perspective based on voice leading has the virtue of maintaining the associated idea of
depth as linked to those of unity and directionality. Therefore, it is possible to assume that
the strong appeal of prolongational structure based on voice leading terms have for
theoretical studies about the practice of performance come from the fact that they capture
the notions of unity, directionality, and depth in a such explicit way that many theoreticians
assume them as to be truths in fact. Prolongational structure in Schenkerian terms may by a
means of giving the performer a particular way of grasping the structure which may be a

key for communication:

“A performer who has grasped an extended piece in Schenkerian terms may be
able to bring to his performance a higher degree of large-scale rhythmic or
dynamic shaping just because he has a reflective awareness of the music’s

structure that exceeds anything that is ordinarily experienced by the listener. In
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other words, the value of a Schenkerian interpretation of a piece lies precisely
in the extent to which it diverges from the listener’s everyday experience”

(Cook 1990;. 4)

Implications of this long scale awareness can be explained by understanding
prolongation as cognition beyond the strictly representational, as was considered in this
chapter. Suppose that a Listener (L) listens to a performance by a Performer (P) and makes
a semantic interpretation of it — that is, he or she is sent to a concept, an image, an emotion,
a state of the world, etc. By all means this is feasible, since what “exceeds anything that is
ordinarily experienced by to listener” (L) is the semiotic interpretation. But, after that (P)
configures a semiotic interpretation, including prolongation, which was achieved through a
process that, surely, has very little to do with “the listener' s everyday experience”. It relies
instead on score visualization and analysis, many reiterations, translations to a chain of
physical actions to give rise to the performance, etc. From this interpretation (P) modifies
his or her internal representation of the piece, giving rise to changes in the microstructure
(timing, dynamics, etc.) of the performance. In the same way that Larson (1997)
denominated structural hearing to the action of listening to a passage in prolongational
terms (listen to x in terms of y), we could say that, in this example, (P) played a structural
performance of the passage when “performing a passage in prolongational terms” (in fact,
in order to avoid confusions, we prefer to talk of prolongational performance). If these
microstructural modifications take to (L) to a different semantic interpretation, we will be
able to say that the listener interprets the prolongation, although this interpretation is
semantic (non semiotic) yet. In other words, it can be said that prolongation is playing a
role in performer-listener communication although the latter (and, as we shall speculate

further, the former) cannot give a critical account of it. The absence of that critical
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awareness does not cancel the communicational bond (Rothstein 1995). This line will be

explored further (Chapter 8 and 10).

*k*k

Summary. Prolongation is a widespread concept in music theory. It alludes to the
phenomenon by which an event maintains its activity though not physically present. In
Schenker’s theory prolongation appears as related to the development of voice leading and
is therefore subordinated to strict counterpoint principles. In other theories (Lerdahl and
Jackendoff 1983; Meyer 1973; Narmour 1977) prolongation is subordinated either to
grouping and metrical structures or to expectations produced by the melodic surface.
Although these approaches are highly interesting, the Schenkerian perspective seems to be
more compatible to music performance concerns. Thus, this approach appears as directly
linked to very conspicuous theoretical problems of music performance. These themes

include the topics of unity, continuity and directionality, and depth.

The treatment of the concept of prolongation as an object of knowledge has been
diverse. Basically, as concerns its psychological condition, music theory has approached it
either as a percept (a perceivable attribute of the musical structure) or as derived from high
level conceptualisation and/or reasoning processes (prolongation as a concept). In spite of
Schenker’s own psychologicist rhetoric, it has been argued here that these perspectives
come from a sort of “attributionist” tendency both in English speaking musicology and in
the field of psychology of music as regards the theory. It has been argued that these
perspectives led to consider the theory from a psychological perspective associated to
classic cognitive science. However, it is also possible to consider the notion from an
epistemologically different perspective more compatible with some alternative

psychological paradigms. Consequently, prolongation may be seen both as intentionality
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and as a sign. As a result, prolongation can be understood as communicational content
from both an interpretative paradigm and from a psychology of intersubjective

communication.

88



Chapter 4: Communication in music performance and
cognitive science

As has been introduced (Chapter 2, p. 38), communication in performance became an
academic realm in its own right from the development of the generativist ideas. This field
was thereby strongly influenced by the cognitive revolution and English speaking
structuralism. In this chapter we will briefly examine the most important contributions that
this approach has provided for the study of this issue. The expression generative paradigm
is used here almost in an interchangeable way with the expression classic cognitive
paradigm. In that sense, most of the theories and models developed to account for music
communication, are based on important findings of cognitive music psychology (the most
relevant to the prolongational issues are reviewed in Appendix Il). Although generativist
theories do not represent the entire classical cognitive science perspective on
communication in music performance, they are undoubtedly predominant in this. The
qualifying generative is used in a very wide-ranging sense, taking its meaning mainly from
the field of studies in linguistic interpretation, as opposed to other communication
paradigms in which both stimuli and processing are not considered computationally, as is
the case here. All other interpretations of the term generative are beyond the intention with

which it will be used in this chapter.

4.1 The generative paradigm

The Generative Paradigm is based on the idea that perceptual and understanding processes
basically consist of integrating the incoming information to some kind of more integrated
informational structure. In this fashion, action processes are also provoked from more
integrated action configurations. In every case, this more integrated structure, lodged in the

mind, constitutes a coherent structure, and is sufficient to attract new information. This
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more cohesive organization mostly consists of two types of components: (i) mental
representations and (ii) a set of formal manipulations that are carried out on those mental
representations. Understanding and action only take place due to those formal
manipulations, without any kind of deeper tacit understanding (Jackendoff 1987).
Accordingly, action and reception mental structures are either the same, or are directly
linked. Action and perception consist of composing information in a coherent whole with
previous or integrated information, from which to reinforce (or undermine) that level of

previous integration by including the new information.

Importantly from the psychological perspective, according to this paradigm, we do
not have to decide what is the most relevant information to understand, but we must
connect it to previous knowledge structures. Interestingly, those previous structures are
dynamic and present permanent transformations every time new information hits them.
From the epistemological perspective, the generative approach establishes a system or
structure of production (of knowledge) that is independent of the effects that it causes (Eco

1990).

For many reasons, this paradigm has been extremely attractive for approaching
music performance as an object of scientific study. One of these is that it understands
performance as a domain that is developed through ordered stages according to the
formalization levels of the suggested models. Due to this, in music performance, the
paradigm is easily oriented towards the acquisition and development of performance skills
problems. Nevertheless, the most important appeal is that by this paradigm music
performance is naturally related to musical structure, a relation that, as it has been seen,
has troubled both theoreticians and performers for years (Stein 1954; Cone 1968;

Schmalfeldt 1985; Berry 1989; Dunsby 1989). The generative paradigm comes to reinforce
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the concept of a skilful performance as being at the service of the musical structure,
clarifying it before the listener’s ears. Consequently: (i) the performer is a means of
approaching the sender’s (the composer’s) message to the receiver (the listener); (ii)
communication fulfils a didactic function; (iii) the specific content (specific meaning) to be
communicated is the musical structure; (iv) performers, as scholars, know their audiences
and use, consequently, the rhetorical means necessary to enable them to know the musical
structure; (v) those means conform to a common code between the participants in the
process that allows for communication; (vi) communication is achieved when the receiver

(the listener) captures the performer’s intention.

Features of phrasing (Kronman and Sundberg 1987; Repp 1990b, 1992a, 1995a),
metre (Sloboda 1983), rhythmic grouping (Clarke 1985), and texture (Palmer 1989; 1996),
among others, are compositional characteristics that the performer can clarify. In all cases,
the gathered empirical evidence that endorses such an affirmation is interpreted (i) in terms
of the existence of an available relatively structured body of information on the part of
listeners to which they connect the incoming information and (ii) reciprocally, on the part
of the performer, in terms of a previous correspondence between the structural knowledge
of music and concomitant action patterns, to which the musician connects the structural
information provided by the score. Specifically on this point, the generative paradigm is
supported on three types of evidence (Palmer 1997): (i) the performer’s ability to replicate
the same expressive pattern with minimal variability between performances; (ii) the ability
to change the interpretation of a piece and to produce a different expression with relatively
little practice; and (iii) the ability to sight-read a non familiar piece with appropriate

expression.
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It is not a trivial fact that other structural attributes associated the composition’s
tonal coherence have been less explored from this perspective. Nevertheless, in a
remarkable study, Thompson and Cuddy (1997) tackled this subject, exploring whether the
perceived distance between keys in modulating passages depended on some performance
particularities. Their findings revealed that the expression in performance contributes
significantly to the perception of the distance between keys, and that this contribution
depends on the distance to the arrival key. In addition they discovered that it was not only
global expression contributed to this end, but that the expression of each differentiated
voice (for example, differentiated timings between the different voices) was the most
influential. Linking these results with other studies (Palmer 1989, 1996) that promote the
idea that expression contributes to defining the individuality of the voices, it is possible to
speculate that (i) the expression of separated voices contributes to the experiential
configuration of the voice leading (a tonal coherence resource); (ii) this configuration of
the voice leading contributes to understanding (the logic of) the tonal relocation, and (iii)
therefore that understanding affects the psychological distance perceived (the more logical

the relocation, the closer the perceived distance).

The structured knowledge on which communication is maintained can adopt

different shapes. Next we will examine those that have been approached the most.

4.2 Rule systems

Typically, the formalizations that more appropriately adjust to the generative framework
adopt the form of rule systems according to which knowledge is organized. Consequently,
communication is feasible basically because those to whom the communication is
addressed have in their minds identical systems of rules - they share those more integrated

informational structures. The system is an abstract construction that intends to explain
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available data by generating hypotheses to examine new evidence (Salkie 2001). Thus, this
modality of formalization has allowed a scientific treatment of the linguistic problems with
important epistemological implications. Briefly, the formal system is obtained from a

partial observation of the reality. This system gives rise to the formulation of experimental
hypotheses that allow obtaining new empirical data in order to confirm or reformulate such

formal systems (Sundberg and Lindblom 1976).

In the field of behavioural studies, these ideas encouraged a research programme in
which a great number of behavioural aspects began to be understood as grammars.
According to Clarke (1989a) it is difficult to establish a definition of a grammar that
includes a clear distinction between aspects that clearly appear to be grammatical from
those that have to be considered as such. Accordingly, a grammar should ideally be a small
set of rules “which will account for a large (in principle infinite) number of diverse
utterances” (p.17). Besides, a grammar should permit the distinction between “utterances
that are acceptable in the language, and utterances that are not.”” (p.17). In order to
accomplish such a formalization, a generative grammar must separate the linguistic from
the non-linguistic (contextual) properties of a statement. Thus, the grammar describes a
common linguistic structure shared by many statements. In this way this perspective is
anchored to the syntax of the information. This fact gives the approach a robust

computational value, which is why it has had a strong impact on cognitive psychology.

Some important concepts in this approach have been relevant to studying
communication in music performance. One of them is the distinction between the
competence, or the knowledge that speakers have of their language, and performance that
is, the real use that speakers make of their language. Competence represents, to a certain

extent, all the common patterns found among the speakers of a given language. Psychology
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bases itself on them to describe part of the speaker’s mind. Thus, this psychology is based
on an idealized subject characterized by empirical evidence of common behavioural
patterns. The characterization of the system of common knowledge that constitutes the
language is, from this perspective, what allows it to explain individual behaviours and to

characterize the speaker’s mind.

Other relevant concepts for our aims are the notions of: (i) Code - a particular type
of rule system that ties signs to meaning, connecting messages (internal representations
that constitute the object of communication) with signals (external modifications of the
physical environments, that a communicator produces and that can be recognized by
another person); (ii) Transformations - a special type of grammar rule that allows operating
on a statement, transforming it into an admissible statement; and (iii) Deep structure —
originally alluding to the mentioned abstractions, this comes from the idea that a statement
can be represented in progressively more abstract ways, and that the successive levels of
representation are linked through specific rules. By opposition, the concept of surface

structure emerges, representing the statement as it appears in reality.

In short, the generative theory itself has produced an important impetus for studies
on communication due to the rigour of the formalizations of its descriptions of theoretical
structure, the computational value derived from them, and the scope of the concepts on
which its epistemological frame is based. In addition, and particularly interesting for
music, generative studies in linguistics developed very useful concepts for understanding

musical processes.

4.2.1 Preference-rule systems
In the context of the generative approach certain special systems, called preference rules

deserve a separate section. Although developed for musical purposes (Lerdahl and
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Jackendoff 1983; Temperley 2001), they can be extended beyond the musical domain.
Contrary to the other systems, preference rules attempt to formalize aspects more related to

semantics (Jackendoff 1983; 1987).

Preference rule systems are mainly applied when the conditions in which they
operate are susceptible to being scaled in a continuum. In addition, these kinds of rules can
in certain circumstances be sufficient but not necessary. This means that such conditions
are able to cause a certain effect, but nevertheless are not necessary to cause it, as there
may be another motive causing that same effect. Jackendoff (1983) says that the preference
rules systems are conceived because well-formedness rules cannot explain all the cases of
very complex structures: “these rules establish not inflexible decisions about structure, but
relative preferences among a number of logically possible analyses” (p.132). Thus, these
systems show an interpretational bias in that (i) the more integrated information is not an a
priori system, but derives from the implementation of the rules; (ii) the rules are applied
heuristically instead of algorithmically; (iii) thus, their implementation depends on the
subject making a kind of judgment (preference, coherence, salience, stability, etc.); (iv)
there are overall guidelines for establishing contextual links that decide on the

interpretation of a certain information (see chapter 5, p. 167).

The preference rule systems come to fill many of the gaps that other rule systems
leave, without losing its computational capacity. They come into play whenever one of the

following possibilities occurs in making relational judgements:

““(1) judgments of graded acceptability and of family resemblance; (2) two or
more rules, neither of which is necessary, but each one of them is under certain
conditions sufficient for a judgment; (3) balancing effects among rules that

apply in conflict; (4) a measure of stability based on rule application; (5) rules
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that are not logically necessary used as default values in the face of inadequate

information” (Jackendoff 1983; p. 152).

Although preference rule systems admit the permanent reconstruction of the system
on the basis of the way in which preferences are applied and in the search of the system’s

stability, they do not give any account of how this stability is judged.

4.2.2 Rule systems in music

In the field of musical studies, the generative paradigm is explicitly approached in a
pioneering article by Sundberg and Lindblom (1976), which attempts to formalize melody
through rule systems from some parallelism (hierarchical and constituent structure) with
language. Nevertheless, it is possible to back track the interest in rule systems as bases for
music from a long way, both in theoretical concerns and practical assumptions about oral
tradition music (Clarke 1989a). Such interests made the affinity between music and
language, particularly the idea of a musical grammar, become important both in music

psychology and in music theory.

The work that definitively installs the explicit concept of generative grammar in
music studies is Lerdahl and Jackendoff’s (1983) Generative Theory of Tonal Music.
According to them, a musical piece, like language, “is a mentally constructed entity, of
which scores and performances are partial representations by which the piece is
transmitted” (p. 2). GTTM clearly oriented music theory towards the cognitive sciences.
The authors are strongly committed to studying the understanding of music rather than

with aesthetic concerns.

The high degree of formalization of the theory is responsible for the enormous
attractiveness that it has had among music psychologists. The theory, raised like a

monumental formal system that describes the hierarchical attributes of tonal music
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according to specific rules, makes the application and the development of the generative
paradigm as epistemological bases of a series of works in the field of music psychology
possible. In this way, the theory works like an incessant source of hypotheses that
stimulates the searching and collection of empirical data that also allow the reformulation
of the hypotheses (Deliege 1987, Deliege and EI Ahmadi 1991, Dibben 1994). GTTM, in
addition, inaugurated a theoretical epistemological field that gave rise to manifold
formalizations of different structural components of music (Temperley 2001, Fessel 1996,
Rodriguez 2003) with direct applications in very diverse fields, from artificial intelligence

to aesthetics.

4.2.3 Rule systems in music performance

Most of the studies of performance gathered empirical data giving rise to the formulation
of hypotheses fitting the shape of the rule system. These, in turn, were able to generate new
data or predictions. For example, Sloboda (1983) found that performers use certain timing,
dynamics, and articulation patterns to convey an intended metre. Thus, he enunciated three
principles (that can be translated into a rule system): (i) the expressive variations serve to
identify the main metric subdivisions; (ii) notes with greater impulse are played more
legato than the preceding ones; and (iii) notes with greater impulse are played louder than
preceding and subsequent ones. For her part, in the analysis of expert performances,
Palmer (1989) identified three expressive patterns intended to emphasise diverse structural
features: (i) the chord asynchrony pattern, by which the different texture lines are
segregated,; (ii) the rubato pattern, used to emphasize the limits between formal units; and
(iii) the overlap pattern that serves to emphasize a texture line over the others. An explicit
and formalized generative approach to music performance has been proposed by Clarke

(1988). Two aspects of his proposal are relevant. Firstly, he hypothesizes that performers
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configure the musical piece in their minds in the course of performance (in real time), in
terms of the hierarchical structure notion from the generative approach, which contributes
to motor and expressive control in performance. Secondly, he identified a series of
acoustic codes which the listeners learn by being immersed in the same musical culture,

allowing the communication of some structural features from performers to listeners.

Sundberg and his colleagues (cf. Sundberg, Friberg and Fryden 1991; Sundberg
1993; Friberg 1995) have attempted to model the performer’s intuitions related to the
communication of musical structure. For this purpose they developed an Analysis-by-
Synthesis procedure. From the intuitions of an expert performer they formulated a series of
rules for synthesizing music performances that simulated live ones. The procedure assumes
that if the simulation is successful, the rules that were used for the synthesized
performances can be understood as attributes of a real performance. The set of rules
codifies the use of durations, loudness, tuning, and vibrato amplitude and frequency as
expressive variables. In that way the rule system not only regulates the performer’s actions,
but also the listener’s decoding of these actions. In this sense, many of the studies adopting
this approach have also examined whether the listener is successful in decoding the
performative guideline. This success depends not only on the specific function that each
rule fulfils, but also on the extent to which such a rule is implemented. For this, the notion
of perceptibility threshold is crucial in order to verify the amount of application needed for
the intended action to be recognized. Sundberg (1993) affirmed that the way in which the
listener decodes information coming from a performance is not exclusive to music, but is
observed in other domains of human communication such as language. In this way, the
knowledge that the listener requires in order to decode an expressive action in a given
music performance, due to being more general, is acquired through very diverse

communicational practices. For that reason the expressive sense of a musical performance
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can both be recognized and appreciated by people who lack any kind of specific musical
training. Axiomatically, this procedure offers immediate derivations to the field of artificial

intelligence (cf. Friberg and Sundberg 1995).

Close to this procedure, Clynes proposed the theory of composers’ pulse (Clynes
1983, 1995; see also Thompson 1989; Repp 1989, 1990a). This theory can also be
recognized as a set of rules that tie a particular rubato pattern to each particular composer.
Notion of composers’ pulse models the idiosyncratic stylistic characteristics of those
composers, linked to the piece’s rhythmic shaping and fluidity of movement in
performance. In this way a piece is suitably interpreted if the performance obeys certain
timing patterns that are proper and idiosyncratic for each composer. Therefore, the
composers’ pulse may be understood as a set of rules related to a very sensitive aspect of
academic music performance, namely, its stylistic concern. However, as a clear objectivist
account of music performance (pp. 34 and ff), this theory ignores some contextual aspects

of the concept of style, associating it only with features on the score.

4.3 Schemata

Some researchers have asked themselves why are performers not able to play without
expression, even though they may attempt it. Numerous studies (i.e. Palmer 1989) revealed
that even expert performers cannot avoid any kind of expressive deviation (rubato patterns,
changing dynamics levels, vibrato patterns, etc.) systematically applied according to values
that are significantly different from the normative ones (in general displayed by the score)
even though, frequently, performers are not aware of it. Similarly, listeners tend to
consider a deadpan (inexpressive) performance as displaying systematic microstructural
deviations to some degree. In other words, to a certain extent, systematic deviations are not

considered as expressive. This implies that a level must exist below which the human
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perceptive-motor system is not able to detect expressive differences as such. Thus, when

can a deviation from a normative value be interpreted as expressive?

Schema Theory, which is viewed seriously and applied convincingly to several
phenomena in music psychology, offers important ideas for investigating this
communicational issue. A schema is an integrated general knowledge structure which does
not refer to the information in itself, but to the organization of that information. It was
suggested that certain musical structures would function as schemata (Krumhansl 1995),
incorporated by enculturation in the cognitive system (Castellano, Bharucha and
Krumhansl 1984) and lodged in long term memory. For example, tonality may be
understood as a schema that specifies the stability conditions of every event within a given
context (Bharucha 1984). The context — a chord, a scale — activates the schema in terms of
which incoming events are understood as stable or unstable. Therefore the schema makes

musical information processing in real time possible.

The power of schemata resides in the information contained about how all the
different attributes of the input are related to each other. In addition the schemata’s most
important advantage is that they can be used to predict what will probably be likely to
happen. Applied to communication in performance, this concept suggests that expression
in performance is understood on the part of listener because of the existence of certain
typical expressive patterns in the mind that act as templates against which the present
performance is compared. The studies on timing detectability are relevant to this issue. The
powerful ability of expressive discrimination that listeners who are familiar with a
particular performative style can exhibit is well known; most of their value judgments
about performances are based on this fact. Listeners can discriminate natural — as human —

performances from non-natural — exact, quantized, computer based — ones. But, at the
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same time, they do not mistake non natural for non expressive — deadpan. This means that
the deviation the performer realizes although attempting to performance without

deviations, is captured by the listener (Clarke 1989b).

This implies the existence of a basic temporal deviation that we cannot
conscientiously account for, but which characterizes a performance’s naturalness. For
Repp (1992 b), the ability to detect temporal variations is a function of a schema of timing.
He found that the average of a set of expressive performances of a same fragment gives
rise to a virtual performance that listeners may approve as expressive. In generative terms
it can be said that such an average constitutes a grammatically acceptable statement.
Curiously, he found that listeners can better detect timing variations in locations in which
the average performance displays lower variations. Thus, for example, at the end of a
phrase, in which note lengthenings typically take place, listeners are less successful at
detecting changes in timing. A first account would say that the listener hopes that a
lengthening takes place at that point and it will therefore be more difficult for him to
identify one that indeed happens. In that way, an expressive schema would operate in
perception and action, constraining both listeners’ expectations and performers’ actions.
This would be a basic schema from which performers decide their idiosyncratic expression

(Repp 1998 a, b, c). The origin of this expressive schema is, however, arguable.

Two hypotheses have set out to explain both the existence and origin of this
deviation threshold that characterizes the naturalness of a performance. Carolyn Drake
(1993) proposed a perceptual hypothesis: this schema arises from restrictions proper to the
perceptual system, and therefore, depends on the complexity of the musical structure
attributes in interaction. Thus, some timing variations in performance are naturally

associated with given structural configurations (Drake and Palmer 1993) (Figure 4.1). This
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hypothesis establishes that some lengthenings are due to the fact that the performer
perceives certain inter-onset intervals (in such structural configurations) as shorter and
naturally tends to compensate them. Such distortions would require a low level of
processing and would operate on a structural surface level with a local range - as it is seen,
in relations of few notes. As listeners and performers share the same perceptual system
constraints and, therefore the same schemata, then the lengthening is not perceived as such

and the sequence is interpreted “without lengthening”.

Rhythmic groups
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Figure 4.1. Rhythmic and melodic timing variations in music performance according to
Drake and Palmer (1993)

On the contrary, Repp (1992b, 1995b), proposed an expressive hypothesis, not
limited to such restrictions but fundamentally subordinated to cultural guidelines
(incorporated by enculturation) concerning the expressive handling proper to each
performance style. The use of such a schema would imply a high level process because
both the performer and the listener would have to grasp all the information relative to the

structural context in order to activate the schema.

Penel and Drake (1998) distinguished between low level processes of local
grouping that lead to a non-intentional timing even in performances considered
mechanical, and an additional high level of grouping processes that, under cognitive

control, are only reflected in expressive intentional timing. Presumably only the obligatory
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low level perceptual processes would play a role when the task is to detect the deviations
with respect to an isochronous pattern, and a high correlation would be expected between
the perceptual biases and the typical timing profiles of performances with mechanical
intentionality. This level is restricted by psychoacoustic phenomena - like that outlined in
figure 4.1. Nevertheless, in performances considered as expressive, the deviations found
are greater. Therefore, both types of processes - high level as well as low level ones —
could be involved. Penel and Drake suggested that under the expressive conception of
performance there are bottom-up processes that can be appreciated in mechanical
performances. Nevertheless, due to the hierarchical and multilevel nature of certain
musical structures, these psychological processes should take part in processing both high

and low structural levels.

From the performance perspective, Repp (1998 c) suggested that although an
involuntary level of timing variability can be due to local aural (and kinetic) aspects, such
involuntary timing possibly has to do with a residual effect of structural perception that
falls below our perceptual threshold and is therefore unconscious and involuntary. This
residual timing would be typically related to the aural structures of music, while a more
flexible (idiosyncratic and individual) genuine expressive pattern would be cognitively
guided. The listener’s expectations come from their processing of musical structures (for
example they recognize a phrase ending) in conjunction with their previous musical
experience (they are used to hearing the tempo slow down at the end of a phrase). Such
expectations are focused on musical structure and interact with the perception of musical

time.
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4.4 Dynamic systems

In turn, several authors have proposed explanations of some aspects of music performance
as communicational processes, describing the process as a whole in terms of a set of
equations that “show how current values of variables depend mathematically on previous
values of those variables” (Tagard 1996; p.169). These sets of operations are generically
denominated dynamic systems. Some analogies of such models with a multiplicity of
processes that happen in natural sciences are particularly attractive. These models suppose
that important reasons exist to think that information is understood as being matched to a
pre-existing knowledge structure, in most of the cases granting some type of physical
advantage. Many of these dynamic system models capture the intuition of naturalness as
linked to certain expressive modalities. In particular, the domain of time in music seems to
be strongly marked by our experience of space in our relationship with the world.
Numerous studies exist that seek to explain this relationship between the physical world
and the aesthetic-expressive worlds in terms of dynamic systems. According to this
perspective, such systems should operate as a knowledge foundation on which the

listeners” and musicians’ responses to expressive aspects of performance are based.

Most of these models are based on empirical evidence gathered in the laboratory.
One of the first attempts to characterize a performative feature mathematically was made
by Sundberg and Verrillo in 1980. They analysed the typical pattern of performative
deceleration at the ends of pieces in predominantly isochronous performances. They put
forward an average function for a great number of performances characterized by the
concurrence of two linear functions. Accordingly, listeners tended to prefer the
performances that follow that principle. Interestingly, the proposed model was soon
improved by Kronman and Sundberg (1987) with the sole use of a quadratic equation.

These authors found a curve of retardation of certain physical movements generically
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denominated motorhythmical (for example, to run or to walk), and compared it with the
average curve of ritardandi studied by Sundberg and Verrillo in 1980. In this way they
initiated a systematisation of the musicians’ and listeners’ intuitions about the fact that
musical movements have a counterpart in the physical world. They proposed certain
associative foundations for processing expressive infor